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:VÄH�)VJJH�PU�JVU]LYZH[PVU
�^P[O�(SMYLKV�1HHY

Alfredo Jaar, Venezia, Venezia 2013, metal, grey resin, pigment-
ed water, 5 x 5m, Chile Pavilion, Arsenale, Venice

7KH� LPPHUVLYH� VLWH�VSHFL¿F� LQVWDOODWLRQ�
$OIUHGR� -DDU� KDV� FUHDWHG� WR� UHSUHVHQW� &KLOH� DW�
WKH� ��WK� ,QWHUQDWLRQDO� 9HQLFH� $UW� %LHQQDOH� LV�
ERWK� HYRFDWLYH� DQG� FULWLFDO� RI� KRZ� WRGD\¶V� JORE-
DO� FXOWXUH� LV� UHSUHVHQWHG� LQ� WKH� LFRQLF� H[KLELWLRQ��
0DGH� RXW� RI� JUH\� FOD\�� WKH� *LDUGLQL¶V� SDYLOLRQV�
DUH�D�VKDGRZ��D�JKRVW��ZKLFK�DIWHU�D� IHZ�VHFRQGV�
GLVDSSHDUV� LQWR�VWDJQDQW�ZDWHUV�RQO\� WR� UHDSSHDU�
DJDLQ��WKH�VDPH�ZD\�LQ�ZKLFK�HYHU\�WZR�\HDUV�WKH�
%LHQQDOH¶V� VWUXFWXUH� UHWXUQV� LQWR� VFHQH� ZLWKRXW�
DQ\� VXEVWDQWLDO� DOWHUDWLRQ�� :LWK� KLV� SRHWU\�� WKH�
DUWLVW�GHQXQFLDWHV�WKH�%LHQQDOH¶V�KLHUDUFKLF�DUFKL-
WHFWXUH� IURP�PRUH�WKDQ�D�KXQGUHG�\HDUV�DJR�DQG�
LWV� REVROHWHQHVV� WR� UHSUHVHQW� WRGD\� ¶V� ZRUOG� RU-
GHU�� �:KHQ�WKH�ZDWHU�ÀRRGV�WKH�*LDUGLQL�VZDPS-
LQJ� WKH� SDYLOLRQV�� -DDU� VHL]HV� WKLV� DV� D� XWRSLF�
VSDFH���ZKLFK�RSHQV�XS�DQ�RSSRUWXQLW\�IRU�UHELUWK�

6R¿D�%RFFD��+RZ�ZDV�WKH�LGHD�IRU�WKH�&KLO-
HDQ�3DYLOLRQ�ERUQ"

Alfredo Jaar: ,Q�'HFHPEHU������,�ZDV�DVNHG�E\�
WKH� &KLOHDQ�0LQLVWHU� RI� &XOWXUH� WR� UHSUHVHQW�P\�
FRXQWU\�LQ�9HQLFH�%LHQQDOH��������6LQFH�WKDW�JDYH�
PH�RQO\� VL[�PRQWKV� WR� WKLQN�DERXW� WKH�ZRUN�DQG�
GR�LW��,�UHMHFWHG�WKH�SURSRVDO���,�ZDV�YHU\�OXFN\�WR�
EH�R̆HUHG�DW�WKDW�WLPH�WKH�SRVVLELOLW\�WR�UHSUHVHQW�
P\�FRXQWU\� LQ������� �7KLV�ZDV�D�JUHDW�DGYDQWDJH�
EHFDXVH�,�KDG�PRUH�WKDQ�WZR�\HDUV�DKHDG�WR�ZRUN�
RQ�P\�SURMHFW�� �1R�DUWLVW�KDV�HYHU�KDG�WKDW�PXFK�
WLPH�IRU�9HQLFH��VR�,�IRXQG�P\VHOI�LQ�DQ�H[FHSWLRQ-
DO�SRVLWLRQ���,�ZDV�WKH�¿UVW�DUWLVW�WR�JR�WR�9HQLFH�LQ�
-DQXDU\�WKLV�\HDU�DQG�FRXOG�FKRRVH�WKH�URRP�DW�WKH�
$UVHQDOH�ZKHUH�WR�SODFH�P\�ZRUN��,�VWDUWHG�WKLQN-
LQJ�DERXW�Venezia, Venezia� LQ������ZKHQ�$FKLOOH�
%RQLWR� 2OLYD� LQYLWHG� PH� WR� 9HQLFH� WR� SUHVHQW� D�
ZRUN�IRU�WKH�VHFWLRQ�µ$SHUWR¶���,�ZDV�D�\RXQJ�DUWLVW�
DW�WKH�WLPH�DQG�WKLV�LQYLWDWLRQ�ZDV�D�OLIH�FKDQJLQJ�
RSSRUWXQLW\�IRU�P\�FDUHHU���,�ZDV�WHUULEO\�VKRFNHG�
ZKHQ� ,� YLVLWHG� WKH�*LDUGLQL� RQO\� WR� GLVFRYHU� WKDW�
VROHO\�WZHQW\�HLJKW�FRXQWULHV�DUH�UHSUHVHQWHG�DQG�
WKDW�QRERG\�VHHPHG�WR�FKDOOHQJH�WKDW�UHDOLW\���1RZ�
,� KDYH� EHHQ� WR� WKH� 9HQLFH� %LHQQDOH� ¿IWHHQ� WLPHV�
DQG�,�DP�DOZD\V�VXUSULVHG�KRZ�SHRSOH�WKURZ�SDU-
WLHV�DQG�QHYHU�TXHVWLRQ� WKH� IDFW� WKDW�PDQ\�FRXQ-
WULHV�DUH�VWLOO�QRW�SUHVHQW�DW�WKH�*LDUGLQL���(YHQ�WKH�
3DYLOLRQV�PDQ\�FRXQWULHV�DUH�VWLOO�DW�WKH�$UVHQDOH�
DUH�QRW�DV�FHQWUDO�D�V�WKH�RQHV�DW�WKH�*LDUGLQL�� �,I�
\RX�ORRN�FDUHIXOO\�DW�WKH�UHYLHZV��PDQ\�GRQ¶W�HYHQ�
PHQWLRQ� WKH� FRXQWULHV� DW� WKH� $UVHQDOH�� WKH\� MXVW�
FRQFHQWUDWH�RQ�WKH�*LDUGLQL���,W¶V�DV�LI�WKH�$UVHQDOH�
LV� DQ� R̆�VLWH� DQG� WKH\� GRQ¶W� HYHQ� ERWKHU� YLVLWLQJ�
WKRVH�FRXQWULHV��WKRVH�FRXQWULHV�

6%�� 7KH� *LDUGLQL¶V� JHRJUDSK\� LV� UHPLQLVFHQW� RI� D�
SUHYLRXV�ZRUOG�RUGHU�DQG�GRHVQ¶W�UHÀHFW�RXU�

JOREDOL]HG�HUD�DQ\PRUH«

AJ: 7KH� GLVSOD\� RI� WKH� SDYLOLRQV� GRHV� QRW� FRUUH-
VSRQG� WR� WKH� UHDOLW\� RI� WRGD\¶V� ZRUOG� FXOWXUH�� LW¶V�
DQ� RVEROHWH� RUGHU�� IRU� H[DPSOH�� \RX�KDYH�%ULWDLQ��
)UDQFH��*HUPDQ\�DQG�WKH�86$�LQ�SURPLQHQW�SRVL-
WLRQV��EXW�ZKDW�KDSSHQV�ZKHQ�DQ�DUWLVW�IURP�$IUL-
FD�JRHV�WR�WKH�*LDUGLQL"�7KHUH�LV�QR�$IULFDQ�SDYLO-
LRQ�LQ�WKH�*LDUGLQL��VR�GRHV�WKLV�PHDQ�WKDW�$IULFDQ�
FXOWXUH� GRHVQ¶W� H[LVW"� 7KDW¶V� ZKHQ� \RX� VXGGHQO\�
UHDOLVH� WKDW� WKH�DUFKLWHFWXUH�RI� WKH�*LDUGLQL� LV�QRW�
LQQRFHQW�� EXW� FRPPXQLFDWHV� LGHDV� DQG� WKRXJKWV�
,Q������*LOOR�'RUÀHV�DQG�*HUPDQR�&HODQW�SURSRVHG�
D�QHZ�RUGHU�IRU�WKH�%LHQQDOH�VXJJHVWLQJ��WR�GHVWUR\�WKH�
H[LVWLQJ�SDYLOLRQV�DQG�FUHDWLQJ�D�QHZ�EXLOGLQJ�ZKHUH�
WKH�FXUDWRU�ZRXOG�LQYLWH�WKH�DUWLVWV�IURP�DOO�RYHU�WKH�
ZRUOG�WR�SDUWLFLSDWH��2I�FRXUVH�WKHLU�SURMHFW�ZDV�UH-
MHFWHG��EXW�,�ZDQWHG�WR�EULQJ�EDFN�WKLV�GLVFXVVLRQ�RQ�
WKH�WDEOH�DQG�GR�LW�LQ�WKH�PRVW�SRHWLF�ZD\�SRVVLEOH�

6%��+RZ�GR�\RX�WKLQN�WKH�%LHQQDOH�
PRGHO� ZLOO� HYROYH� ORRNLQJ� IRUZDUG� DQG� ZKDW� DUH�
\RXU�WKRXJKWV�ZLWK�UHJDUGV�WR�*HUPDQ\�DQG�)UDQFH�

H[FKDQJLQJ�SDYLOLRQV"

AJ��:KDW�,�ZRXOG�H[SHFW�LI�P\�ZRUN�KDV�DQ\�LQÀX-
HQFH� IRU� WKH� IXWXUH�%LHQQDOHV�� LV� WKDW� LQ� WHQ�\HDUV¶�
WLPH��WKHUH�ZLOO�EH�D�FXUDWRU�LQYLWLQJ�DUWLVWV�WR�ZRUN�
ZLWK�WKH�DUFKLWHFWXUH�RI�D�JLYHQ�SD�\HDUV¶�WLPH��WKHUH�
ZLOO� EH� D� FXUDWRU� LQYLWLQJ� DUWLVWV� WR�ZRUN�ZLWK� WKH�
DUFKLWHFWXUH�RI�D�JLYHQ�SD�YLOLRQ��7KH\�ZLOO�EH�DEOH�
WR�LQYLWH�ZKR�WKH\�ZDQW�DQG�¿QDOO\�WKH�PRGHO�RI�QD-
WLRQDOLWLHV�ZLOO�GLVDSSHDU�LQWR�KLVWRU\���7KH�RULJLQ�RI�
WKH�DUWLVW�ZRQ¶W�EH�UHOHYDQW�WR�WKH�ZRUN��SHRSOH�ZLOO�
EH� ORRNLQJ�DW� WKH�DUWLVW¶V�ZRUN��7KH�PDWFK�ZLOO�EH�
EHWZHHQ�VSDFH�DQG�ZRUN��LQVWHDG�RI�QDWLRQDOLWLHV�
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What France and Germany have done is at a su-
SHU¿FLDO� OHYHO�� WKH\� DUH� DOZD\V� WZR� RI� WKH� PRVW�
LPSRUWDQW� SDYLOLRQV� DW� WKH� *LDUGLQL�� H[FKDQJLQJ�
EXLOGLQJV�EHWZHHQ� WKHPVHOYHV�� �$W� WKH�HQG�RI� WKH�
%LHQQDOH�WKH�*HUPDQ�SDYLOLRQ�ZLOO�FRQWLQXH�WR�EH�
*HUPDQ\�DQG�QRWKLQJ�GUDVWLF�ZLOO�KDYH�KDSSHQHG��
,W�FRXOG�KDYH�EHHQ�PRUH�LQWHUHVWLQJ�LI�WKHVH�FRXQ-
WULHV�ZRXOG�KDYH�R̆HUHG�WKHLU�SDYLOLRQ�WR�D�FRXQWU\�
ZKLFK� LV�QRW�SUHVHQW� DW� WKH�*LDUGLQL�� � ,� WKLQN�P\�
ZRUN�JRHV�HYHQ�IXUWKHU��LW�TXHVWLRQV�WKH�ZKROH�QD-
WXUH�RI�DUFKLWHFWXUH�RI�WKH�*LDUGLQL�

6%��<RX�EHORQJ�WR�D�JHQHUDWLRQ�RI�
µLQWHUQDWLRQDO�DUWLVWV¶��DUH�\RX�WKH�¿UVW�DUWLVW�IURP�
WKLV� JHQHUDWLRQ� UHSUHVHQWLQJ� &KLOH� LQ� WKH� 9HQLFH�
%LHQQDOH"�,�PHDQ�� LV� LW� WKH�¿UVW� WLPH�&KLOH�VKRZV�
LQ�LWV�SDYLOLRQ�ZRUN�WKDW�GRHVQ¶W�UHÀHFW�WKH�DUWLVWLF�

VFHQDULR�RI�WKH�FRXQWU\"

AJ��&KLOH�KDV�EHHQ�SUHVHQW�ZLWK�D�3DYLOLRQ�DW�WKH�
$UVHQDOH�RQO\�VLQFH��������%HIRUH�WKDW��WKH\�H[KLE-
LWHG�DUWLVW¶V�ZRUNV�DW�WKH�,,/$��,WDOR�/DWLQ�$PHULFDQ�
,QVWLWXWH��FDOOHG�WKH�/DWLQ�$PHULFDQ�3DYLOLRQ���7KH�
GLVSOD\� RI� ZRUNV�ZDV� QRW� SDUWLFXODUO\� LQWHUHVWLQJ�
DQG�PDQ\�WLPHV�LW�ZDV�FXUDWHG�LQ�D�FRQIXVLQJ�ZD\�

6%�� 7KH� LPDJH� RI� /XFLR� )RQWDQD� FRPLQJ�
EDFN�WR�KLV�GHVWUR\HG�VWXGLR�LQ�0LODQ�LV�D�UHÀHFWLRQ�

RQ�,WDO\¶V�FXUUHQW�FXOWXUDO�VLWXDWLRQ"

AJ��7KH�¿UVW�LPDJH�\RX�VHH�KDQJLQJ�IURP�WKH�FHLO-
LQJ�LV�D�OLJKW�ER[�ZLWK�DQ�LPDJH�RI�/XFLR�)RQWDQD�
IURP������ZKHQ�KH�UHWXUQHG�WR�KLV�VWXGLR�LQ�0LODQ�
DQG�IRXQG�LW�FRPSOHWHO\�GHVWUR\HG���7KH�IROORZLQJ�
WZHQW\�\HDUV�DIWHU�WKLV�HYHQW�ZHUH�WKH�PRVW�H[WUDRU-
GLQDU\�IRU�,WDOLDQ�FXOWXUH���,W�ZDV�DQ�DPD]LQJ�WXUQ-
DURXQG��,WDO\�ZKLFK�KDG�EHHQ�GHVWUR\HG�PRUDOO\�DQG
SK\VLFDOO\�GXULQJ�WKH�ZDU��ZDV�EDFN�LQWR�WKH�ZRUOG���
$Q�H[WUDRUGLQDU\�JURXS�RI�,WDOLDQ�LQWHOOHFWXDOV�IURP�
¿OPPDNHUV�WR�ZULWHUV�DQG�DUWLVWV�KDYH�FKDQJHG�WKH�
FRXUVH�RI�KLVWRU\�ZLWK�WKHLU�ZRUN��7R�PH�WKLV� LV�D�
GHPRQVWUDWLRQ� RI� KRZ� FXOWXUH� FDQ� D̆HFW� FKDQJH�
$IWHU� WKLV� LPDJH� \RX� FURVV� D� EULGJH� ZKLFK� LV� LQ�
VSLUHG� E\� WKH� WKRXVDQGV� RI� EULGJHV� DOO� RYHU� 9HQ
U\� ZLWK� WKHLU� ZRUN�� 7R� PH� WKLV� LV� D� GHPRQ-
VWUDWLRQ� RI� KRZ� FXOWXUH� FDQ� D̆HFW� FKDQJH�
$IWHU� WKLV� LPDJH� \RX� FURVV� D� EULGJH� ZKLFK� LV� LQ�
VSLUHG� E\� WKH� WKRXVDQGV� RI� EULGJHV� DOO� RYHU�9HQ-
LFH�� WR� JR� VRPHZKHUH� HOVH�� � 7KHQ� \RX� IDFH� WKH�
PRGHO� RI� WKH� *LDUGLQL� WKDW� GLVDSSHDUV� LQWR� WKH�
ZDWHU� DQG� LW¶V� DQ� DFW� RI� UHVLVWDQFH� DQG� UHELUWK���
$Q� DFW� RI� 5HQDLVVDQFH� LV� KDSSHQLQJ� LQ� IURQW� RI�
\RXU� H\HV�� 7KH� PHVVDJH� LV� WKDW� FXOWXUH� LV� UHVLVW-
LQJ� EXW� FXOWXUH� FDQ� DOVR� EH� VHOI�FULWLFDO�� VRPH-
WKLQJ� SROLWLFLDQV� DUH� QRW� DEOH� WR� GR�� � &XOWXUH� LV�
UH�HPHUJLQJ� WR� EH� LQTXLVLWLYH� RI� WKH� %LHQQDOH��

6%��&DQ�\RX�WHOO�XV�KRZ�WKH�PRGHO�ZDV�
FUHDWHG"

AJ��)LUVW�RI�DOO�ZH�DVNHG�DQ�DUFKLWHFW¶V�VWXGLR�IURP�
9HQLFH� WR�PDNH� D� VXUYH\� RI� WKH�*LDUGLQL� DQG� WKH�
PRGHO�ZDV�PDGH�LQ�JUH\�UHVLQ�LQ�D������VFDOH�E\�D�
FRQVWUXFWLRQ�FRPSDQ\�LQ�5RPH��FDOOHG�,FXQ���7KH\�
DUH�UHVSRQVLEOH�IRU�WKH�FRQVWUXFWLRQ�RI�WKH�0$;;,�
0XVHXP�GHVLJQHG�E\�=DKD�+DGLG� DQG�KDYH� ORQJ�
EHHQ�VSHFLDOL]HG� LQ� WKH�QDXWLFDO�VHFWRU�� �7KH\�GH-
VLJQHG�WKH�WDQN�DQG�WKH�K\GUDXOLF�V\VWHP�DQG�ZH�
WHVWHG�LW�LQ�5RPH�PDQ\�WLPHV�XQWLO�ZH�ZHUH�FRP-
SOHWHO\�VDWLV¿HG�

7KH�PRGHO�ZLOO�HPHUJH��������WLPHV�GXULQJ�WKH�%L-
HQQDOH�DW�LQWHUYDOV�RI�WKUHH�PLQXWHV��EHLQJ�YLVLEOH�
WR�WKH�VSHFWDWRU�IRU�MXVW�WKLUW\�VHFRQGV��7KH�FRORXU�
RI�WKH�ZDWHU�ZLWK�WLPH�ZLOO�EHFRPH�JUHHQHU�DV�WKH�
FRORXU�RI� WKH�/DJXQD�� �7KH�PRGHO� LV� DOUHDG\� VXI-
IHULQJ�IURP�FRQVWDQWO\�JRLQJ�XS�DQG�GRZQ�DQG�WKH�
FRQVWUXFWRU�IURP�5RPH�ZLOO�EH�JRLQJ�WR�9HQLFH�RQ�
0RQGD\��ZKHQ�WKH�H[KLELWLRQ�LV�FORVHG�WR�WKH�SXEOLF��
WR�WU\�DQG�FRPH�XS�ZLWK�D�GH¿QLWH�VROXWLRQ��

SB: &RQVLGHULQJ�WKH�VLWH�VSHFL¿FLW\�RI�\RXU�LQVWDO-
ODWLRQ��ZLOO�\RXU�ZRUN�WUDYHO�VRPHZKHUH�HOVH�RQFH�

WKH�%LHQQDOH�LV�RYHU�LQ�1RYHPEHU"

AJ�� 7KH�ZRUN�ZDV� GRQH� IRU�9HQLFH� DQG� WKH� SUR-
GXFWLRQ�FRVWV�ZHUH�YHU\�KLJK���0\�,WDOLDQ�GHDOHU�LV�
ZRUNLQJ�ZLWK�PXVHXPV�DQG�SULYDWH�FROOHFWLRQV�WR�
¿QG�D�GH¿QLWH�SODFH�IRU�WKH�ZRUN�LQ�9HQLFH��ZKHUH�
LW�EHORQJV�

Detail of Alfredo Jaar, Venezia, Venezia, 2013

Image one: picture of Lucio Fontana 
standing

in the middle of his destroyed studio
All images courtesy of the artist 



artist, Lucio Fontana, precariously poised 
amidst the ruins of his Milan studio in the 
immediate aftermath of World War II. 

The image evokes a memory, a moment 
in history when the world was emerging from 
the calamities and destructions of war.  And yet 
it equally recalls an historic cultural moment: at 
a time when Italy had collapsed, having lost the 
war and gained a global reputation as a Fascist 
state, a remarkable group of intellectuals – 
writers, filmmakers, and artists alike – rebuilt 
Italian culture from its very foundations in less 
than 20 years.  Creating a cultural revolution, 
they reintroduced a ‘new’ Italy to the world and 
ultimately, changed the course of history. The 
image is an homage to all these intellectuals in 
the single embodiment of Lucio Fontana; but 
more importantly, the radiating photograph 
serves  as  an  opening  s ta tement  to  the 
LQVWDOODWLRQ��H[SUHVVLQJ�WKH�VLJQL¿FDQW�UROH�RI�DUW�
and culture within society.

Beyond this image of both destruction 
and revitalisation, the audience is immediately 
met by the ascending steps of a bridge, one 
suggestive of the many iconic passages found 
across Venice. In evoking the character of 
the city, the spectator is invited to reengage 
with the present space that they occupy, with 
the memories of the past resonant in their 

The volatile and tense nature of the 
incessant global dynamics has always been 
a subject that has captivated Alfredo Jaar. 
Whether about exile and migration, violence and 
penury, or other plights of global or ideological 
incompatibility, his critical outlook evokes a 
reassessment of established conventions and 
complacency.

Nearly thirty years ago, in 1986, Jaar 
was invited to show his work in the ‘Aperto’, or 
‘Open’ section of the Venice Biennale, becoming 
the first Latin American to participate in the 
international exhibition. Nearly thirty years 
later, he returns to the ethereal city of water 
and stone to represent his native Chile at the 
55th edition of the exposition.  For this year’s 
Biennale, Jaar has produced his most elaborate 
and costly project to date. His evocative site-
specific installation, Venezia, Venezia, guides 
the audience through a subtle arrangement of 
time and space, a theatrical play of light and 
dark, and over an arching passage reminiscent 
of the iconic bridges of Venice.  

,Q  t h e  p a v i l i o n ,  t h e  viewer is 
confronted by a suspended lightbox, 
illuminating a black and white photograph amid 
the dimmed atmosphere of the space. Measuring 
2.5m x 2.5m, this vast scale projection depicts 
an image from 1946 of Argentine-born Italian 

Venezia, Venezia





thoughts as they advance to the next part of the 
installation. 

$�ÀDW�VWRQH�VXUIDFH�OHYHOV�WKH�DVFHQGLQJ�
steps, setting the stage for a unique spectacle. 
Under the shining spotlights, a prodigious 
PHWDO�SRRO�VWUHWFKLQJ�¿YH�PHWUHV�LQ�OHQJWK�DQG�
width, and rising one metre in height, becomes 
a dramatic arena for an historic utopia and a 
conceptual contingency for reconstruction. 
Filled to its capacity with turbid green water 
that mimics the canals of Venice, the surface 
of the pool begins to flurry as a perfect replica 
of the Biennale’s Giardini space emerges from 
the water. At a 1:60 scale, the model structure 
made from grey resin rises above the surface 
momentarily, leaving the audience just enough 
time to recognise the view before swiftly sinking 
back into the opaque water and disappearing 
completely. At three-minute intervals, the 
performance is repeated, bringing the water 
back to its ominous, motionless state.

The Giardini model becomes a physical 
manifestation of the complexities of globalism. 
As the structure arises from the water, so too do 
all the vulnerabilities of its template. 

Following the inauguration of the 
exhibition in 1985, the countries invited to build 
WKH�¿UVW�QDWLRQDO�SDYLOLRQV�ZHUH�HOHFWHG�DV�HDUO\�
as 1907, consequently expressing the monarchic  
order of the time. Today, these antiquated 

structures still stand, amongst a diminutive 
cluster of only 28 foreign pavilions included 
in the entire Giardini. And with the increasing 
popularity of the event, 160 participating 
nations are forced to search the Arsenale or a 
dislocated area in the labyrinth of Venice for a 
space to rent at tremendous prices. 

In Venezia, Venezia, the disappearance 
of the entire Giardini infrastructure into the 
water is a critical stance against the Biennale 
model .  Drowning the  model  eradicates 
the inadequacy of the Biennale’s outdated 
propensity of global hierarchy in the face of 
current contemporary culture’s globalised 
nature.  In dialogue with the photograph 
of Fontana standing atop his demolished 
studio, the evanescent Giardini becomes a 
conceptual opportunity for new possibilities and 
reconstruction. 

N e v e r t h e l e s s ,  o f  t h e  h a n d f u l  o f 
permanent pavilions set up in the Giardini, only 
two are dedicated to Asian countries, and not 
a single one to an African nation, save Egypt 
which is North African. As the archaic structures 
of the Giardini endure the test of time, the 
spectacle of an everlasting Western hegemony 
undoubtedly becomes a strong undercurrent 
in Jaar’s installation. The Giardini therefore 
becomes not only a reflection of an obsolete 
blueprint, but also a mirrored reality of the 



world we occupy today. In an ever-increasingly 
globalised world where the potential for 
international democratization and economic 
D̈XHQFH�KDV�QHYHU�EHHQ�JUHDWHU��ZH�¿QG�LQVWHDG�
a subversion of democracy and a discrepancy in 
SRZHU�EHWZHHQ�WKH�PRUH�D̈XHQW�FRXQWULHV�DQG�
underdeveloped nations. 

As such, Jaar seeks to criticise the way 
culture replicates so perfectly the imbalances of 
our world. In a field of creativity, he creates a 
new canvas; an empty pool without the physical 
traces of an old-fashioned Biennale model, only 
a ghost of what was, in the brief emergence 
of the Giardini. The installation piece is an 
invitation for the spectator and the institution 
alike, to propose an adequate world stage, 
compatible with today’s culture in all its global 
complexities. 

Venezia ,  Venezia  i s  therefore  an 
instigation into the re-imagining not only of 

the Venice Biennale, but of nationalism and 
globalization also, and the relationship between 
nations that are and are not represented in the 
Giardini.

 Shmoyel Siddiqui

Alfredo Jaar, Venezia, Venezia 2013 
(Installation view)

Metal, grey resin, pigmented water, 5m x 5m 
Chile Pavilion, Arsenale, Venice

 All images are courtesy of the the artist



Odires Mlászho at the 
Brazilian Pavilion

Brazilian artist Odires Mlászho is one of 
¿YH� GL̆HUHQW� DUWLVWV� SUHVHQWHG� LQ� Inside/Out-
side��%UD]LO¶V�1DWLRQDO�3DYLOLRQ�DW�WKH������9HQ-
ice Biennale.  Curated by Luis Pérez-Oramas the 
%UD]LOLDQ�3DYLOLRQ�EXLOGV�R̆�LGHDV�RI�SHUPDQHQW�
exchange between audience, work, and mem-
bers of the institution - ideas drawn directly from 
WKH���WK�%LHQDO�GH�6DR�3DXOR�±�The Imminence 
of the Poetic� �������� �0OiV]KR¶V�ZRUN� LV� LQWUR-
GXFHG� WKURXJK� WKH�GHYHORSPHQW�RI� WKH�0RELXV�
VWULS�LQ�%UD]LOLDQ�DUW�KLVWRU\��D�UROH�PDGH�SUHVHQW�
E\�WKH�VHOHFWLRQ�DQG�MX[WDSRVLWLRQ�RI�0D[�%LOO¶V�
Tripartite Unity ����������� %UXQR� 0XQDUL¶V�
Concave/Convex� >&RQFDYR�&RQYHVVR@� ��������
and Lygia Clark’s Soft Work�>2EUD�PROH@���������

3KRWRPRQWDJH� LV� 0OiV]KR¶V� SUHIHUUHG�
PHWKRGRORJ\�±� D� SURFHVV�ZKHUH� WKH� IRUPDWLRQ�
RI�DQRWKHU�VXEMHFW�RFFXUV�� WKURXJK�WKH�SURGXF-
WLRQ� RI� D� FRPSRVLWH� SKRWRJUDSK�� E\� WKH� DFW� RI�
FXWWLQJ� DQG� SDVWLQJ� WZR� RU� PRUH� SKRWRJUDSKV�
WRJHWKHU�� �+LV� LQWHUHVW� LQ�SKRWRPRQWDJH�FRPHV�
IURP� D� GHHS� DGPLUDWLRQ� IRU� ERWK� 0D[� (UQVW�
and Laszlo Moholy-Nagy, two artists he con-
sidered to be masters of the technique.  Born 
-RVH� 2GLUHV� 0LFRZVNL�� WKH� SVHXGRQ\P� 2GLU-
es Mlászho is an anagram of his own name 
DORQJ�ZLWK� WKDW� RI� (UQVW¶V� DQG�0RKRO\�1DJ\¶V���
This anagram indicates the twist he takes on 
WKHVH� KLVWRULF� DUWLVWV¶� XVH� RI� SKRWRPRQWDJH�

7KH� RYHUODS� RI� FRQWH[WV� �'DGDLVW� DQG�
&RQVWUXFWLYLVW�� ZLWKLQ� 0OiV]KR¶V� RZQ� DUWLVWLF�
SUDFWLFH� DUH� EURXJKW� IRUWK� IURP�� DQG�EHDU�ZLW-
QHVV�WR��KLV� LQWHUHVW� LQ�ERWK�(UQVW¶V�DQG�0RKR-
O\�1DJ\¶V� XVH� RI� SKRWRPRQWDJH�� �(UQVW� FUHDWHG�
QHZ�LPDJHV�E\�FXWWLQJ�DQG�SDVWLQJ�SKRWRJUDSKV�
WRJHWKHU��SUHIHUULQJ�WR�UHYHDO�WKH�SURFHVV�RI�WKHLU�
creation rather than an illusionistic reality. Mo-
KRO\�1DJ\�H[SORUHG�LGHDV�RI�SKRWRJUDSKLF�UHSUR-
duction through series and sequences in order to 
EULQJ�IRUWK�FRQYHUVDWLRQV�VXUURXQGLQJ�KRZ�WKH�
UHSHWLWLRQ�RI�LPDJHV�FUHDWHV�YLVXDO�FOLFKpV���ZKHQ�
DQ�LPDJH�LV�HPSWLHG�RI�LWV�PHDQLQJ�DQG�EHFRPHV�
D�XQLW�RI�DUHFRJQL]DEOH�RYHUDOO�VWUXFWXUH�RU�GH-
VLJQ���7KH�GL̆HUHQW�DSSURDFKHV�WR�SKRWRPRQWDJH�
FRQYHUJH�RQ��DQG�LQÀXHQFH��0OiV]KR¶V�SUDFWLFH�

0OiV]KR¶V� XQLTXH� DSSOLFDWLRQ� RI� SKR-
tomontage is most clearly demonstrated 
WKURXJK� KLV� VFXOSWXUDO� ZRUNV�� � &RQVWUXFWHG�
IURP� VHYHUDO� FRSLHV� RI� WKH� Encyclopedia Bri-
tannica�� WKHVH� VFXOSWXUHV� DUH� RQ� GLVSOD\� LQ�
WKH� VHFRQG� URRP� RI� %UD]LO¶V�1DWLRQDO� 3DYLOLRQ�

Blind Books�� ������ H[LVWV� DV� WZR�� RY-
DO�VKDSHG��VFXOSWXUHV�WKDW�VLW�DWRS�D�ZDLVW�KLJK�
VKHOI� FRQQHFWHG� WR� WKH�ZDOO�� � (DFK� VFXOSWXUH� LV�
PDGH�RI�WZR�FRSLHV�RI�Encyclopedia Britannica: 
KDUGFRYHUV� VWDFNHG�� SRVLWLRQHG� LQ� WKH� PLGGOH��
DQG� YLVLEOH� IURP� WKH� VLGH�� � 7KH� SDJHV� RI� WKHVH�
HQF\FORSDHGLDV�SURWUXGH�IURP�WKH�ERRNV¶�VSLQHV�
DQG��DSSHDULQJ�DV�LI�ZRYHQ�WRJHWKHU��DUH�DFWXDOO\�
JOXHG�LQ�SODFH�DERYH�DQG�EHORZ�WKH�FHQWUH���7KH�
UHVXOW�LV�DQ�RYDO�FRQVWUXFW�RI�HQF\FORSDHGLD�SDJ-
HV���VSLQH�DQG�KDUGFRYHU�ORFDWHG�LQ�WKH�PLGGOH�

7KHVH�HQF\FORSDHGLF�VFXOSWXUHV�HPERG\�
D�PHWKRG�RI�SKRWRPRQWDJH�WKURXJK�WKH�YLVLELOL-
W\�RI�WKHLU�PDWHULDOLW\�DQG�SURFHVV�±�WKH�VWDFNHG�
KDUGFRYHUV��REYLRXV�OD\HULQJ��DQG�JOXLQJ�RI�HQ-
F\FORSDHGLD�SDJHV�LV�DQDORJRXV�WR�(UQVW¶V�FXWWLQJ�
DQG� SDVWLQJ� RI� GL̆HUHQW� SKRWRJUDSKLF� VRXUFHV���
:KLOH� (UQVW� XQSDFNHG� WKH� FRQVWUXFWHG� QDWXUH�
RI�SKRWRJUDSKLF�UHDOLW\��0OiV]KR�GUDZV�RXU�DW-
WHQWLRQ�WR�WKH�SDUDGR[LFDO�VWUXFWXUH�RI�ODQJXDJH��
GH¿QLQJ�WKH�OLPLWV�RI�KXPDQ�NQRZOHGJH�DQG�JLY-
LQJ�PHDQLQJ�WR�RXU�VXUURXQGLQJV���+H�RSHQV�XS�
DQ�HSLVWHPRORJLFDO�LQYHVWLJDWLRQ�E\�DSSO\LQJ�WKH�
WHFKQLTXH� RI� SKRWRPRQWDJH� WR� HQF\FORSDHGLDV�

3KRWRPRQWDJH� EHFRPHV� HYLGHQW�
LQ� WKHVH� VFXOSWXUDO� ZRUNV� WKURXJK� QRWLRQV�
RI� HSLVWHPRORJ\�� � D� VKDUHG� FRQQHFWLRQ� EH-
WZHHQ� WKH� SKRWRJUDSKLF� DQG� HQF\FORSDHGLF�

7KH� HQF\FORSDHGLD� GH¿QHV� WKH� OLPLWV�
RI� NQRZOHGJH� WKURXJK� D� SULPDF\� RI� WKH� YLVXDO�
�ZULWWHQ� ODQJXDJH�� DQ� H[WHQVLRQ� RI� WKH� H\HV����
7KH� SKRWRJUDSKLF� FRQQHFWV� WR� WKLV� YLVXDO� HSLV-
WHPRORJLFDO� ¿HOG� WKURXJK� WKH� FDPHUD¶V� VWD-
tus as a mechanistic extension of the eye.

:LWK� SKRWRJUDSK\¶V� DELOLW\� WR� FDSWXUH�
its subject, limits of knowledge are stretched. 
7KURXJK� WKLV� DFW� RI� DFTXLVLWLRQ� SKRWRJUD-
SK\� JDYH� ELUWK� WR� WKH� RSWLFDO� XQFRQVFLRXV�� LW�
PDGH� YLVLEOH� WR� WKH� QDNHG� H\H� ZKDW� ZDV� SUH-
YLRXVO\� LQYLVLEOH�� � 7KLV� UXSWXUH� RI� QHYHU�EH-
IRUH�VHHQ� PDWHULDO� H[SDQGHG� RXU� VFRSH� RI�
NQRZOHGJH�� OHQW� YDOLGLW\� WR� WKH� SKRWRJUDSKLF�
PHWKRG�� DQG� KHOSHG� HVWDEOLVK� QRWLRQV� RI� SKR-
WRJUDSKLF� WUXWK�� � 3KRWRJUDSK\� ZDV� SRVLWLRQHG�
DV� D� GLVFLSOLQH� WKDW� GH¿QHG� QHZ� SDUDPHWHUV�
RI� NQRZOHGJH�� � (QWLUHO\� VRXUFHG� IURP� WKH� XQ-
FRQVFLRXV�� WKH� FDPHUD¶V� OHQV� LV� SV\FKRDQDO\WLF�

It can be argued that the con-
FHSW� RI� WKH� PLUURU�LPDJH� LV� ZKDW� FRQQHFWV�
WKH� SKRWRJUDSK� WR� WKH� SV\FKRDQDO\WLF�� � 7KXV��
WKH� VLPXOWDQHRXV� FRQFHSW� RI� DOLHQDWLRQ� DQG

�



UHFRJQLWLRQ� LQ� WKH�PLUURU�LPDJH� LV� DSSOLHG� WR-
WKH� SKRWRJUDSK�� LW� GHVFULEHV� WKH� UHODWLRQVKLS�
between one, an-other, and the Other. One 
FDQ�GHVFULEH� WKLV� VLPXOWDQHRXV� FRQFHSW� DV�� LQ-
HYLWDEOH� GLVMXQFWXUH�� %RWK� WKH� SKRWRJUDSK� DQG�
SV\FKRDQDO\WLF� HQDEOH� D� SURFHVV� RI� LQHYLWD-
ble disjuncture that connect: with language.

7KH� SUHYLRXV� GLVFRXUVHV� �HSLVWHPRORJL-
FDO�DQG�SV\FKRDQDO\WLF���PDWHULDOV�DQG�SURFHVV-
HV��HQF\FORSDHGLDV�DQG�SKRWRPRQWDJH���FRQVWL-
WXWH� D� QHWZRUN� RI�PHDQLQJV� DQG� FRQFHSWV� WKDW�
DUH�GHSHQGHQW�RQ�ODQJXDJH�±�WKH�¿UVW�PRPHQW�
RI� WUDXPD�±� WR� DUWLFXODWH� WKHP�� �7KH�QHFHVVLW\�
RI�ODQJXDJH�WR�GHVFULEH�DQ�LPDJH�±�IURP�ZKLFK�
D� UHVXOWDQW� GLVFRXUVH� PLJKW� EH� GUDZQ� ±� SRVL-
WLRQV� WKH� RSWLFDO� XQFRQVFLRXV� DQG� WKH�PHGLDW-
LQJ� UROH�RI�SKRWRJUDSK\�DV�ERXQG� WR� ODQJXDJH���
7KH�LPSOHPHQWDWLRQ�RI�WKH�SKRWRPRQWDJH�WHFK-
QLTXH�RQ�QRQ�SKRWRJUDSKLF�PDWHULDO�LV�YDOLGDW-
HG�E\� WKH�PDWHULDO� GLVFRXUVHV� RI� HSLVWHPRORJ\�

0OiV]KR� H[SORLWV� WKH�PHWKRG� RI� SKRWR-
montage in order to bring forth inter-textual 
GLDORJXHV� DGMDFHQW� WR� KLVWRULFDO� DQG� HSLVWHPR-
ORJLFDO� VKLIWV�� � &UHDWLQJ� D� VHULHV� RI� VFXOSWXUDO�
ZRUNV��KH�SURSRVHV�WKDW�DOO�VHPLRWLF�V\VWHPV�DUH�
GHSHQGHQW� RQ�GLVFRXUVH�� SDUDGR[LFDOO\� H[WHQG-
ing, while at the same time limiting, knowledge.  
0RELXV�VWULSV�DQG�VHPLRWLF�V\VWHPV�VKDUH�WKXV�
LQ�FRPPRQ��WKH\�UHPDLQ�FORVHG�FLUFXLWV�RI�PH-
GLDWLRQ�WKDW�JLYH�PHDQLQJ�WR�RXU�ZRUOG�EXW�FRQ-
WLQXH�WR�GR�VR�WKURXJK�DQ�LQHYLWDEOH�GLVMXQFWXUH�

7KH� %UD]LOLDQ� 3DYLOLRQ� SRVLWLRQV� WKH�
marriage in Mlászho’s work between materi-
DO� DQG�KLV� VLJQDWXUH�XVH� RI� SKRWRPRQWDJH� LQ� D�
much narrower context. Although an intrinsic 
connection between the artists and the context 
RI�WKH�0RELXV�VWULS�FDQ�EH�FHUWDLQO\�HVWDEOLVKHG��
Mlászho’s works do not solely demonstrate or 
embody “one of Brazil’s strongest originary 
PRGHUQ�QDUUDWLYHV���WKDW�RI�D�FXOWXUH�FRQVWLWXW-
HG�E\�D�FHDVHOHVV�FUHDWLYH�PHWDEROL]DWLRQ�RI�WKH�
Other” - as is asserted in the adjacent corridor’s 
ZDOO�SDQHO��,QVWHDG��0OiV]KR¶V�FKRLFH�WR�VXEMHFW�
the Encyclopedia Britannica� WR�SKRWRPRQWDJH�
EULQJV� DERXW� IXQGDPHQWDO� TXHVWLRQV� SHUPHDW-
LQJ�D�WULSDUWLWH�LQWHUUHODWLRQVKLS��HSLVWHPRORJL-
FDO��SV\FKRDQDO\WLF�� OLQJXLVWLF�� WKDW�¿QG�RULJLQV�
in the simultaneity of alienation and recognition 
WKDW�LQHYLWDEO\�JLYH�IRUP�WR�LQGLYLGXDO�LGHQWLWLHV�

6WHIDQ�1LFROR̆
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The Social Task:
Gilad Ratman at the 
Israeli Pavilion, Venice

Gilad Ratman was selected to represent Is-
rael in the 55th International Art Exhi-
bition – La Biennale di Venezia.  It was a 
bold decision, which indeed proved right. 
Ratman, born 1975, lives in Tel Aviv. He re-
ceived his BFA from the Bezalel Academy, Je-
rusalem, in 2001 and his MFA from Columbia 
University in 2009.  Primarily a video artist, 
Ratman has exhibited internationally over the 
SDVW� ¿YH� \HDUV�� +LV� ZRUN� PRVWO\� H[SORUHV� WKH�
liminal regions of language, culture and society. 
However, any literal generalizations would fail 
to illustrate his inimitable imaginary world that, 
IRU� WKLV� VSHFL¿F� RFFDVLRQ�� ZHQW� XQGHUJURXQG�

Guy Debord, in The Society of the Spec-
tacle (1967), argues that in modern society au-
thentic social life has been replaced with its rep-
resentation. He describes a culture in which the 
LPDJH�KDV� ORVW� DQ\� WUXH�PHDQLQJ�DQG� WDNHV�RQ�
alluring exterior form, ultimately presenting a 
boastful vision of self-representation. Recent-
ly, Claire Bishop stated that Debord’s critique 
on capitalism as the catalyzing force in alien-
ation in modern society is central in the dis-
course of participatory and collaborative art 
that emerged in the 1990s. According to Bishop, 
WKH� VRFLDO� WDVN� LV�QRW� VẊFLHQW�� WKH�ZRUN�PXVW�
be considered, discussed and evaluated as art.
Ratman’s search for social togetherness, a sort 
of collaborative element, is a recurring theme 
LQ�KLV�SUDFWLFH��+H�RIWHQ� FKRRVHV� WR�ZRUN�ZLWK�
his circle of friends rather than with profession-
al actors, to create authentic situations that re-
quire a strong physicality from the participants. 
)RU�7KH�:RUNVKRS�5DWPDQ�ÀHZ�WKH�ZKROH�JURXS�
of participants all the way to Venice. By doing 
so, he transformed the pavilion from an exhibi-
WLRQ�VSDFH�LQWR�D�SURGXFWLRQ�VSDFH��D�WUXH�ZRUN-
shop, a social encounter, one that the viewer can 
only follow and experience in retrospect as art. 
Ratman uses the unique architectural space 
of the Israeli Pavilion to develop the layered 
narrative of The Workshop (2013). The view-
HU�HQWHUV� WKH�GDUN�VSDFH�RI� WKH� ORZHU� OHYHO�DQG�
instantly encounters an open hole in the pavil-
LRQ¶V� ÀRRU�� $� ¿OP� LV� VFUHHQHG� RQ� WKH� ZDOO� EH-
hind: a DJ sampling various voices into pound-

LQJ� PXVLF� WKDW� ¿OOV� WKH� VSDFH�� 7KH� '-� VKRZQ�
in the video is in the pavilion itself, standing 
in the exact same location of the screening. 
,Q�D�VHFRQG�VFUHHQLQJ�D�JURXS�RI�SHRSOH�LV�¿OPHG�
in an extremely long shot, preparing for some 
NLQG�RI�DFWLRQ�LQ�D�SHULSKHUDO�DUHD��DQ�RXWVNLUW�RI�
a city. After climbing up the stairs to the middle 
level, the viewer encounters a third screening 
that presents the same group, only now they are 
in the midst of an underground journey through 
dug tunnels. They dig together, eat together, and 
sleep together, when all is completely silent. The 
¿OP�HQGV�ZLWK�WKH�PRPHQW�RI�EUHDNWKURXJK�IURP�
the tunnel to the outside world. This moment of 
WKH� ¿OP� H[SOLFLWO\� OLQNV� WKH� SURWDJRQLVWV� ZLWK�
the physical space and explains the hole in the 
ÀRRU�RI�WKH�SDYLOLRQ���WKHLU�H[LW�IURP�WKH�WXQQHOV���
The upper level consists of a two-channel screen-
ing installation that reveals what was hiding at 
the other side of the tunnel. On one screen the 
group is shown bursting out from the hole into the 
ground level of the pavilion. The members of the 
group clean themselves and immediately turn to 
WKHLU�PLVVLRQ�±�ODXQFKLQJ�D�VFXOSWLQJ�ZRUNVKRS��
Each member starts modelling their own portrait 
LQ�FOD\��ZKLOH�WZR�WXWRUV�ZDON�DURXQG�WKH�ZRUN-
VKRS��R̆HULQJ�WKHLU�DVVLVWDQFH��+HUH�DOVR��DOO� LV�
done in silence. The strong voices come from the 
second screening that reveals what happens in 
WKH�ZRUNVKRS� ODWHU�RQ��RQFH�WKH�VFXOSWXUHV�DUH�
completed, the participants insert microphones 
LQWR�WKHLU�FOD\�SRUWUDLWV��HDFK�³DUWLVW´�EHJLQV�WR�
JURDQ��VFUHDP�DQG�VKRXW� LQWR�WKHLU�RZQ�¿JXUH�

The sculptures are laid on wooden 
plinths, shown in two clusters on the ground lev-
el and on the middle level of the pavilion, accom-
panying the viewer on their quest in decoding the 
narrative. These weird, distorted faces, lit softly  
ZLWKLQ� WKH� GDUN� HQYLURQPHQW� RI� WKH� SDYLOLRQ��
appear to be historic artefacts. Interestingly, in 
this way, they correspond with some of the ob-





jects on display in the main show of the biennale, 
UHVRQDWLQJ�ZHOO�ZLWK�WKH�WKHPH�RI�³7KH�(QF\FOR-
SHGLF� 3DODFH´�� FXUDWHG� E\�0DVVLPLOLDQR� *LRQL��
Gioni’s show focuses strongly on the object, 
IRUP�DQG�FUDIW��6RPH�RI�WKH�DUWLVWV�DUH�XQNQRZQ��
forgotten or even non-artists, who together 
IRUP�D�UHSUHVHQWDWLRQ�RI�WKH�KXPDQ�NQRZOHGJH�
and imagination. Amongst other issues, the 
show explores ways in which the object itself 
PD\�KROG�D�JUHDW�VRFLDO� LQÀXHQFH��HYHQ�VWURQJ-
er than that of a well planned social art action. 
,Q�D�VLPLODU�ZD\��5DWPDQ¶V�ZRUNVKRS�GRHV�QRW�
aim to represent a naïve and pure social uto-
SLD�� EXW� UDWKHU� WKH� RSSRVLWH�� $OWKRXJK� VWDWHG��
³*LODG� 5DWPDQ¶V� SUHVHQWDWLRQ� UHÀHFWV� RQ� WKH�
Biennale as a utopian model of nations’ con-
QHFWLYLW\´�� LQ� IDFW�� WKH�ZRUNVKRS�GRHV�QRW�KROG�
DQ\� VSHFL¿F� QDWLRQDO� FKDUDFWHULVWLF�� WKH� ODQG-
scape that signals the beginning of the journey is 
TXLWH�JHQHUDO�DQG�FDQ�EH�LGHQWL¿HG�DV�DQ\ZKHUH��
thus, the starting point is everywhere.  There is 
QR�VLJQ�RI�D�VSHFL¿F� ODQJXDJH��RQO\�D�UHWXUQ�WR�
VRPH�NLQG�RI� D�SUH�OLQJXLVWLF� VWDJH�� DQ�H[SUHV-
sive production of sounds. This is perhaps what 
OLHV�LQ�WKH�KHDUW�RI�WKH�ZRUN���DQ�DWWHPSW�WR�UH-
fer to the idea of togetherness in its essence, 
and moreover, a potential failure in achieving it.

Shahar Molcho
All images: Gilad Ratman, The Workshop 2013

Video stills Courtesy of Braveman Gallery 



Venice Biennale      
American

 Pavilion, Sarah Sze

Famed for her ability to change space 
by altering the viewer’s perception and ex-
perience of architecture through large-scale, 
VLWH�VSHFL¿F� LQWHUYHQWLRQV�� 6DUDK� 6]H� ZDV� FKR-
sen to transform the 1930s Palladian-style Unit-
HG� 6WDWHV� 3DYLOLRQ� DW� WKH� ��WK� 9HQLFH� %LHQQDOH��

The experience of Triple Point begins 
long before the unsuspecting viewer enters the 
JUDQGHXU�RI� WKH�*LDUGLQL�� ,Q�9HQLFH�\RX�ZLOO�QHY-
HU� ¿QG� D� QDWXUDOO\� RFFXUULQJ� ERXOGHU� DV� D� UHVXOW�
of the city’s geographic locality and the ingenui-
W\� RI� WKRVH�ZKR�EXLOW� LW�� 6KH� LQFRUSRUDWHV� DOPRVW�
weightless boulders that play with the idea of 
gravity in unlikely locations throughout the ur-
ban environment such as restaurants and other 
public places and leads you to the pavilion whilst 
DW� WKH� VDPH� WLPH� LQYRNLQJ� D� VHQVH� RI� GHMD�YX�

$W� WKH� 8QLWHG� 6WDWHV� 3DYLOLRQ�� PRUH� RI�
these paper covered polystyrene boulders are 
seen, but more strikingly a mismatch of objects 
RYHUÀRZ� IURP� WKH� IURQW� RI� WKH� SDYLOLRQ� EOXUULQJ�
the boundaries of the internal and external en-
YLURQPHQWV� RI� WKH� VKRZ��0RUHRYHU� WKH�PDLQ� HQ-
trance being thwarted in favour of a side door 
immediately leads to the disorientation of the 
YLHZHU�DQG�D�GLVUXSWLRQ�RI�WKH�SHUFHSWLRQ�RI�VSDFH�

,Q� WKHUPRG\QDPLFV�� WKH� µ7ULSOH� 3RLQW¶�
denotes the point of temperature and pressure 
at which a substance is able to exist in a perfect 
equilibrium, be it gas, liquid, or solid, and it is 
IURP�KHUH�WKDW�6]H�KDV�WDNHQ�WKH�WLWOH�RI�WKH�VKRZ��
This therefore gives reference to the fragility and 
GL̇FXOW\� RI� REWDLQLQJ� D� EDODQFH� DQG� LQ� SDUWLFX-
lar the constant ambition of both the artist and, 
LQ� D� EURDGHU� VHQVH�� VRFLHW\� WR� FUHDWH� VWDELOLW\�

$V�PHQWLRQHG� SUHYLRXVO\�� 6]H� LV� SUHGRPLQDQWO\� D�
VLWH�VSHFL¿F�DUWLVW��DQG�WKHVH�LGHDV�RI�VWDELOLW\�DQG�
fragility are particularly thought-provoking within 
WKH�FRQWH[W�RI�9HQLFH��7KH�URXWHV�DUH�GULYHQ�E\�ZD-
WHU��ZKLFK�KDV�WKH�IRUFH�DQG�H̆RUWOHVV�DELOLW\�WR�HURGH�
WKH�ODQG�DQG�LWV�EXLOGLQJV��7KH�VWLOWV�ZKLFK�VXSSRUW�
the ancient buildings of the city are in constant need
of attention in order to keep them in standing or-
GHU�� WR� NHHS� WKH� FLW\� DQG� ZDWHU� LQ� HTXLOLEULXP��
7KHUHIRUH� 6]H� LV� DEOH� WR� XVH� WKH� SUHFDULRXV� QD-
ture of the city and the pavilion’s surroundings 
LQ� RUGHU� WR� DFFHQWXDWH� WKH� PHDQLQJ� RI� KHU� ZRUN��

Another key theme to the exhibition is the 
LGHD�RI� WKH� µFRPSDVV¶� DQG� WKH� \HDUQLQJ� WR�EH� DEOH�
to locate ourselves in an existence which is often 
GLVRULHQWLQJ��7KH�VKRZ�FRQVLVWV�RI�VL[�VSDFHV��ZLWK�
each acting as an experimental site where objects 
attempt to become devices or assemblages that 
DLP� WR�PRGHO� RU�PHDVXUH� WKH�XQLYHUVH��7KHUHIRUH�
the aspiration to model the complexity and the 
near impossibility of this task is highly evident 
in each of the individual rooms of Triple Point.

7KH�¿UVW�URRP�LQVLGH�WKH�SDYLOLRQ�LV�DFFHVVHG�
through the side door thus immediately throwing 
WKH� YLHZHUV¶� LQWHUQDO� FRPSDVV� RXW� RI� RULHQWDWLRQ��
$WRS�D�IDX[�FRPSDVV�URVH��PDUNHG�RXW�RQ�WKH�ÀRRU�
in black tape a sprawling installation suggestive of 
a planetarium is constructed out of various found 
objects including cards for testing colour blindness, 
paint cans and tree branches which sprout from 
industrial clips in order to form a sphere which is 
HYRFDWLYH�RI�D�SODQHW��7KH�QDYLJDWLRQ�RI� WKLV� ODUJH�
amount of material at a fast pace leads to an ex-
SHULHQFH� LQ� WKH� ¿UVW� URRP� WKDW� LV� UHPLQLVFHQW� RI�
WKH�H̆RUW�RI� WU\LQJ� WR� ORFDWH�RXUVHOYHV� LQ�RXU�RZQ�



world, something which Sze believes is an import-
ant aspect part of the experience of everyday life.

In each room, the viewer oscillates between 
seeing the work as arranged time and space and or-
ganised hoarding with the small details of the work 
often dissipating in order to be appreciated as one 
monumental structure. The objects which grow 
like an ‘abnormal garden attempting to merge with 
architecture and geometrical data’ seem to have a 
life of their own, with fans not being used to quash 
WKH�VWLÀLQJ�KHDW�RI�9HQLFH�EXW� LQVWHDG�WR�UHFUHDWH�
the impression of unpredictable natural move-
PHQW��VXFK�DV�WKH�ÀXWWHULQJ�RI� OHDYHV�LQ�D�EUHH]H�

Perhaps the most eye-catching space of 
WKH� H[KLELWLRQ� LV� WKH� ¿QDO� URRP� ZLWK� WKH� FHLO-
ing made to feel lowered and impending by 
geometrically patterned chords that act like a 
sunk solid structure. This once again plays on 
this idea of an in-between space, which leaves 
the viewer in limbo, unable to place a hold 
on what is a reality in both the environment
of the pavilion and also in everyday life. 
To add to this the glass window (a 1970s addition 
to the pavilion which is often boarded up) allows 
Sze to create an in-between space that makes the 
interior continuous with the exterior, with rocks 
and vaporetto tickets from outside the pavilion 
being placed inside as well as indoor objects sim-
ilar to those found within the exhibition seem-
ingly spilling out into the courtyard. This porous 
border therefore brings the viewer full circle hav-
ing begun with confusion of direction and the 
disruption of space; they end in the same way.

On top of all of the aforementioned 
themes and ideas of the show which the art-
ist aims to induce, the artwork also has the 
capacity to move away from the American tradi-
tion of grandiose idealism in favour of experimen-
tation and uncertainty. This therefore resonates 
the ideals of the artist and the pavilion softly ra-
diates a feeling that we are still becoming but 
DW� WKH� VDPH� WLPH� VWLOO� WU\LQJ� WR� ¿JXUH� LW� DOO� RXW�

Tom Petrides



Turkish Pavilion
 Venice Biennale 2013

Ali Kazma, Resistance, 2013, installation view

The 55th Venice Biennale once again show-
cases many interesting artists and artworks from 
GL̆HUHQW�FRXQWULHV��0RVW�RI�WKH�QDWLRQDO�SDYLOLRQV�
are located in the Giardini and the Arsenale, while 
WKH�ODUJH�JURXS�H[KLELWLRQ�RI�WKH�ELHQQDOH��WKH�En-
cyclopedic Palace�� DOVR� FRQWLQXHV� LQ� ERWK� VLWHV��
0DVVLPLOLDQR�*LRQL��FXUDWRU�RI�WKH�PDLQ�JURXS�H[-
KLELWLRQ��KDV�VWUXFWXUHG�WKH� µ(QF\FORSHGLF�3DODFH¶�
DURXQG� D� XWRSLF� PRGHO� WKDW� LQYHVWLJDWHV� YDU\LQJ�
DSSURDFKHV� WR� NQRZOHGJH� DQG� WKH� DUFKLYH� IURP�
ERWK�SDVW�DQG�SUHVHQW���&XUDWLQJ�WKH�7XUNLVK�3DYLO-
LRQ�ZLWKLQ�WKH�µHQF\FORSHGLF¶�IUDPLQJ�RI�WKLV�\HDU¶V�
ELHQQDOH��(PUH�%D\NDO�DGHTXDOW\�FKRVH�D�FRQWHP-
SRUDU\�YLGHR�DUWLVW��$OL�.D]PD��WR�UHSUHVHQW�7XUNH\�

$OL� .D]PD� LV� RQH� RI� WKH� LQWHUQDWLRQDO-
O\� DFFODLPHG� 7XUNLVK� FRQWHPSRUDU\� DUWLVWV�� +LV�
SUDFWLFH� LV� PRVWO\� FHQWHUHG� RQ� YLGHR� ZRUNV� WKDW�
TXHVWLRQ� DQG� GRFXPHQW� GL̆HUHQW� KXPDQ� EHKDY-
LRUV�� WKHLU� PRYHPHQWV� DQG� H[LVWHQFH� PHWKRGV��
%RUQ� LQ� ������ .D]PD� UHFHLYHG� KLV�0$� IURP� 7KH�
New School in New York, where he also worked 
DV� D� WHDFKLQJ� DVVLVWDQW��2I� WKH�QXPHURXV� DZDUGV�
KH�KDV� UHFHLYHG�� WKH� WZR�PRVW�SURPLQHQW�DUH� WKH�
8QHVFR� $ZDUG� IRU� WKH� SURPRWLRQ� RI� WKH� DUWV� LQ�
����� DQG�1DP� -XQH� 3DLN�PHGLD� DZDUG� LQ� ������

7KH� +LUVKKRUQ� 0XVHXP� LQ� :DVKLQJWRQ� '�&��
KRVWHG� D� VROR� H[KLELWLRQ� RI� KLV� ZRUN� IRU� WKH� ¿UVW�
time in United States in 2012,  and last month, 
LQ�-XQH�������KH�ZDV�QDPHG�RQH�RI�WKH�µPRVW�FRO-
lecti--EOH� DUWLVWV¶� LQ� $UW� DQG� $XFWLRQ� PDJD]LQH��
As one of the most challenging and well-known 
7XUNLVK� DUWLVWV�� KLV� SUDFWLFH� LV� ERWK� LQWHUHVWLQJ�
DQG� UHOHYDQW� IRU� UHSUHVHQWLQJ� 7XUNH\� WKLV� \HDU�

.D]PD¶V� H[KLELWLRQ�� WLWOHG� Resistance, is 
D� VHULHV� RI� ��� YLGHR�ZRUNV� WKDW�ZHUH� SURGXFHG� LQ�
�����DQG�������7KH�YLGHRV�DUH�VKRZQ�RQ�¿YH�ODUJH�
VFUHHQV� ZLWKRXW� EHLQJ� V\QFKHG�� DOORZLQJ� YLVLWRUV�
WR� H[SHULHQFH� WKH� ZRUNV� LQ� D� GL̆HUHQW� ZD\� HDFK�
WLPH� WKH\� ZDON� LQ�� 7KH� DUWLVW� LV� LQWHUHVWHG� LQ� LQ-
YHVWLJDWLQJ� WKH�ERG\� DQG�XVHV� VLWXDWLRQV� IURP�HY-
HU\� GD\� HYHQWV� WR� GHPRQVWUDWH� KRZ� KXPDQ� ERG-
LHV� FDQ�EH� OLPLWHG�DQG� IUHH�DW� WKH� VDPH� WLPH��7KH�
Resistance� VHULHV� FDQ� EH� VHHQ� DV� D� FRQWLQXDWLRQ�
RI�KLV� HDUOLHU� YLGHR�ZRUN�Obstructions from 2005 
WKDW� VHUYHV�DV�D� FULWLTXH�RI�KXPDQ� ODERU�DQG�SUR-
GXFWLRQ�� .D]PD� LV� KLJKO\� FRQVFLRXV� RI� SROLWLFDO��
VFLHQWL¿F�DQG�FXOWXUDO�HYHQWV� WKDW�VKDSH�D�VRFLHW\��
Resistance, similarly to Obstructions�� LQYHVWLJDWHV�
KXPDQ�SURGXFWLRQ��KRZHYHU��ZLWK� WKH�QHZ�VHULHV��
WKH�IRFXV�LV�RQ�WKH�ERG\�DQG�LWV�VKDSLQJ�RI�VRFLHW\�



During a year long documentation process for the 
Resistance series, Kazma used various cities and 
spaces to shoot his videos. If watched carefully, the 
videos contain some repetitive imagery, action and 
VRXQGV�WR�UHIHUHQFH�WKH�VLPLODULWLHV�RI�GL̆HUHQW�VLW-
uations. For example, Skin is a main theme and is 
put in focus in most of the videos including the Tat-
too and Bodybuilding��7KH�VLJQL¿FDQFH�RI�VKRZLQJ�
skin in his videos comes from his critique of the 
body’s limits where skin is a layer that separates 
the inner body from the outer; it is a metaphor 
for the fragile boundary between life and death.

Bodies’ boundaries shift in the eighteenth 
century through the emergence of medicine that 
provides knowledge of anatomical changes.  The 
book Skin, written by Ger man academician Clau-
dia Benthien discusses the importance of Skin in 
relation to self and to the world, and it delivers an 
insightful account of the shift that happened to the 
ERG\¶V� VLJQL¿FDQFH� LQ� WKH�:HVWHUQ�ZRUOG��$V� VKH�
explains in her book; ‘In contemporary art, the 
VXUIDFH�RI�WKH�ERG\�LV�GH¿QHG�DV�D�SURMHFWLRQ�VXU-
face and a fetish, a place of wound and stigmatiza-
WLRQ��DQ�LQGLYLGXDO�GUHVV�RU�D�FRYHU�WR�EH�PRGL¿HG�¶�
Similarly, in Resistance Kazma uses body imagery
DQG�LQYHVWLJDWHV�WZR��GL̆HUHQW�SHUVSHFWLYHV�RI�WKH�
Skin: that of the surface, the protective layer of 
the skin that serves as an architectural component 
that wraps up the body and that of under the skin.

Tattoo has a lot of detailed close ups to 
draw attention to the process of tattooing on the 
skin surface. Kazma is not afraid of showing un-
easy scenes in his videos, particularly while bodies 
are being altered  and physical limits tested.  In the 
video Tattoo, he shows the moment when the nee-
dle enters the skin and it bleeds, and the interven-
tion being done to the body is shown in great detail.

$QRWKHU� FRPPRQ�PHVVDJH� VKDUHG� E\� DOO� KLV� YLG-
eos is the transformation of these bodies. Like in 
getting a tattoo, the video Bodybuilding depicts 
situations where people build up their bodies with 
heavy weights.  Similar to covering a body with 
tattoos, with bodybuilding people choose to alter 
their appearance by constructing a new physic. In 
terms of getting under the skin, the video Eye is a 
great example. Using close ups, Kazma documents 
in detail medical processes performed on the ret-
ina layer of the eye, and reveals that man-made 
procedures can help bodies ‘resist’ to some extent.

2YHUDOO�� $OL� .D]PD¶V� H[KLELWLRQ�� Resis-
tance�LV�D�VWULNLQJ�VKRZ�WKDW��R̆HUV�D�FKDOOHQJLQJ�
critique of the body’s current condition in urban 
FRQWH[WV�� $V� WKH� DUWLVW� UHYHDOHG� GXULQJ� DQ� LQWHU-
view at the opening, the Resistance series show 
situations of bodily ‘resistance’ to cultural, sci-
HQWL¿F� DQG� DHVWKHWLF� OLPLWV�� ZKLOVW� HYHU\WKLQJ�
FDQ� EH� H[FKDQJHG� LQ� WRGD\¶V� VRFLHW\�� $GGLWLRQ-
ally, since it has been recently announced that 
Turkey will have a permanent space in the 56th 
9HQLFH�%LHQQDOH�DW�WKH�$UVHQDOH��ZH�FDQ�ORRN�IRU-
ward to more fascinating artists and artworks 
to represent the Turkish Pavillion in the future.

Asli Hatipoglu

Image courtesy of Roman Mensing

“Against everything being exchanged with each other, body remains that which cannot be exchanged” 

–Ali Kazma



Canadian Pavillion: 
Shary Boyle’s Music for 
Silence 

)RU�WKH�¿IW\�¿IWK�9HQLFH�%LHQQDOH�������
6KDU\� %R\OH� KDV� WUDQVIRUPHG� WKH� QDXWLOXV�
VKDSHG� &DQDGLDQ� 3DYLOLRQ� LQWR� D� FDYH� RI� VROL�
WXGH��VLOHQFH��DQG�LVRODWLRQ��,Q�%R\OH¶V�LQWHUYLHZ�
ZLWK�5REHUW�(QULJKW�DQG�0HHND�:DOVK�IHDWXUHG�
LQ� %RUGHU� &URVVLQJV�� D� FRQWHPSRUDU\� &DQDGL�
DQ�DUW�PDJD]LQH��VKH�VWDWHG�KHU�DVSLUDWLRQV�IRU�
WKLV� H[KLELWLRQ��Music for Silence��ZHUH� WR� FUH�
DWH� D� SODFH� RI� UHIXJH� IRU� WKH� WKRXVDQGV� RI� %L�
HQQDOH�YLVLWRUV�ZKR�PD\�EHFRPH�RYHUZKHOPHG�
E\� WKH� VSHFWDFOH� RI� WKH�ZKROH� HYHQW��+RZHYHU��
ZKLOH�Music for Silence LV� D� JRRG� SODFH� WR� HV�
FDSH� WKH� 9HQHWLDQ� VXPPHU� VXQ�� WKDQNV� WR� WKH�
H[WUD�DLU�FRQGLWLRQLQJ�WKDW�PLPLFV�WKH�FRRO�WHP�
SHUDWXUHV�RI�D� FDYH�� WKH�H[KLELWLRQ� LWVHOI� LV�RQH�
RI� WKH� PRUH� XQLPDJLQDWLYH� DQG� OHVV� FDSWLYDW�
LQJ�GLVSOD\V�ZLWKLQ� WKH�*LDUGLQL�GL�&DVWHOOR�� ,Q�
P\�YLHZ�LW�LV�DOVR�RQH�RI�%R\OH¶V�OHVV�VXFFHVVIXO�
H[KLELWLRQV� SULPDULO\� GXH� WR� ODFN� RI� HYLGHQFH�
RI� WKRXJKW� SXW� LQWR� WKH� H[KLELWLRQ�� VSHFL¿FDOO\�
LQ� UHJDUGV� WR� LW¶V� VSDWLDO� GHVLJQ�� FROODERUDWLRQ�
ZLWK� WKH� DUWLVW�� DQG� DUUDQJHPHQW� RI� DUWZRUNV�
WR� EHVW� FRPPXQLFDWH� WKHPHV� DQG� FRQFHSWV�

6KDU\�%R\OH�LV�D�&DQDGLDQ�ERUQ�DUWLVW�DQG�
D�JUDGXDWH�RI� WKH�2QWDULR�&ROOHJH�RI�$UW�	�'H�
VLJQ��7RURQWR��6KH�LV�WKH�ZLQQHU�RI�7KH�*HUVKRQ�
,VNRZLW]�3UL]H������DW�WKH�$UW�*DOOHU\�RI�2QWDU�
LR��7RURQWR��WKH�PXVHXP�ZKLFK�DOVR�KRXVHG�KHU�
PLG�FDUHHU�UHWURVSHFWLYH��Flesh & Blood�LQ�������
+HU�DUWZRUN�LV�LQ�WKH�FROOHFWLRQ�RI�7KH�1DWLRQDO�
$UW�*DOOHU\� RI� &DQDGD�� 3DLVOH\�0XVHXP� RI� $UW�
LQ� 6FRWODQG�� DQG�La Maison Rouge Fondation 
Antoine De Galbert� LQ� 3DULV�� DPRQJVW� RWKHUV��

%R\OH¶V� PXOWLGLVFLSOLQDU\� SUDFWLFH� LQ�
FRUSRUDWHV� D� YDULHW\� RI� PHGLD�� IURP� GUDZLQJ��
SDLQWLQJ� DQG� FHUDPLFV� WR� LQVWDOODWLRQ� DQG� SHU�
IRUPDQFH��+HU�GHVLJQ�FRQFHSW�IRU�WKH�&DQDGLDQ

3DYLOLRQ� ZDV� WR� IHPLQL]H� DQG� DOWHU� WKH�
H[LVWLQJ� VSDFH�� ZKLFK� LQ� KHU� RSLQLRQ� LV� FKDU�
DFWHULVWLF� RI� LWV� FRQVWUXFWLRQ� LQ� ������ D� WLPH�
ZKHQ� SDLQWLQJ� GRPLQDWHG� WKH� DUW� ZRUOG�� 6KH�
KDV� EHHQ� DEOH� WR� GR� VR�ZLWK� WKH� KHOS� RI� -RVpH�
'URXLQ�%ULVHERLV�� WKH� &XUDWRU� RI� &RQWHPSR�
UDU\� $UW� DW� WKH� 1DWLRQDO� *DOOHU\� RI� &DQDGD��

7KH� H[KLELWLRQ� FRQVLVWV� RI� D� EURQ]H�
VHQWU\�� WKUHH� SRUFHODLQ� ¿JXUHV� SODFHG� RQ� YLQ\O�
UHFRUG� SOD\HUV�� D� ��PP� ¿OP�� DQG� DQ� LQVWDOOD�
WLRQ� WLWOHG� The Cave Painter� ������ ,QVLGH� WKH�
&DQDGLDQ� 3DYLOLRQ� WKH� DXGLHQFH� LV� FRQIURQWHG�
ZLWK� LVVXHV� RI� IHPLQLVP�� RWKHU� VRFLDO� FRQFHUQV�
RI� KXPDQLW\� DQG� YDULRXV� SV\FKRORJLFDO� VWDWHV��
7KHVH� IRUP� D� WKHPDWLF� OLQN� EHWZHHQ� DUWZRUNV��
(OHPHQWV� RI� IRON�� WKH� KDQG�PDGH�� DQG� VWUDQJH�
P\WKLFDO�OLNH� FUHDWXUHV� LQÀXHQFH� DQG� FRQ�
VWUXFW� WKH� EDVLV� RI� %R\OH¶V� DHVWKHWLF� ODQJXDJH���

7KH� WLWOH�� Music for Silence,� UHODWHV� WR�
WKH� FUHDWLYH� SURFHVV� %R\OH� XQGHUZHQW� DV� VKH�
FRQWHPSODWHG� KRZ� RQH� FRXOG� EHFRPH� LQVSLUHG�
RU�PRYHG�E\�D�VRQJ��6KH�HTXDWHV�WKLV�IHHOLQJ�WR�
WKH� SURFHVV� RI� H[SHULHQFLQJ� DUW�� ³ZLWK� WUXVW� LQ�
SHUFHSWLRQ� DQG� LQWHOOLJHQFH� RI� IHHOLQJ�´� +RZ�
HYHU�� WKHUH� DUH� QR� DFRXVWLFV� DXGLEOH� LQ� WKH� H[�
KLELWLRQ��7KHUH� LV�RQO\�WKH�VXJJHVWLRQ�RI�VRXQG�
RU� D� YRLFH� DV� VHHQ� LQ� Silent Dedication� �����

Onus Opus, 2012, Porcelain, glaze, lustre, vintage turnta-
ble, vinyl record, timer sequencer, 51 ! 41 ! 41 cm

Misha Michael





Silent Dedication������LV�DQ�XQREWUXVLYH��
VLOHQW��EODFN�DQG�ZKLWH���PP�¿OP��7KH�ZRPDQ�
IHDWXUHG� KDV� GRPLQDQW� H\HV�� FKHHNERQHV�� QRVH�
DQG� PRXWK� WKDW� GH¿QH� KHU� VPDOO� EXW� DQJXODU�
IDFH��ZKLFK�LV�GHOLFDWHO\� OLQHG�ZLWK�RYHUODSSLQJ�
ZULQNOHV�� �+HU�KDLU�LV�EUDLGHG�DURXQG�KHU�IRUH�
KHDG����+HU�KDQGV�DUH�DJHG�DQG�SOXPS��+HU�SDOH�
FRPSOH[LRQ�VWDQGV�RXW� LQ� VWDUN�FRQWUDVW� WR�KHU�
FORWKLQJ�WKDW�EOHQGV�LQWR�WKH�VRPEHU�EODFN�EDFN�
JURXQG��+HU�LGHQWLW\�LV�D�P\VWHU\��DQG�VR�LV�ZKDW�
VKH�LV�WU\LQJ�WR�FRPPXQLFDWH��XQOHVV�\RX�FDQ�XQ�
GHUVWDQG�VLJQ�ODQJXDJH�RI�FRXUVH���7KH�DFFRPSD�
Q\LQJ�H[KLELWLRQ�SDPSKOHW�LV�WKH�RQO\�WUDQVODWHG�
VFULSW�RI�WKH�ROG�ZRPDQ¶V�VLOHQW�VSHHFK�DV�WKHUH�
DUH�QR�VXEWLWOHV�LQ�WKH�¿OP��QRU�ZDOO�WDJV�LQ�WKH�3D�
YLOLRQ�7KXV��ZLWKRXW�UHDGLQJ�WKLV�SDPSKOHW�DQG�
ZDWFKLQJ�WKH�¿OP���LW�LV�KDUG�WR�GHFLSKHU�%R\OH¶V�
LQWHQWLRQV�IRU�WKH�H[KLELWLRQ��µWR�JLYH�D�YRLFH�WR�
WKRVH�ZKR�KDYH�EHHQ�VLOHQFHG�RU�WKRVH�ZKR�KDYH�
QRQH�� \HW�� ZLWKRXW� VSHDNLQJ� RQ� WKHLU� EHKDOI�¶

'HVSLWH�WKH�IDFW�WKDW�DOO� WKH�DUWZRUNV�LQ�
Music for Silence� ZHUH� SURGXFHG� VSHFL¿FDOO\�
IRU� WKLV� \HDU¶V�9HQLFH�%LHQQDOH�� WKH\� DSSHDU� DV�
LI� -RVpH� 'URXLQ�%ULVHERLV� VHOHFWHG� WKHP� IURP�
%R\OH¶V�RHXYUH�� ,W� FDQ�EH�DUJXHG� WKDW� WKH� WKUHH�
SRUFHODLQ�¿JXUHV�SODFHG�RQ�WRS�RI�YLQWDJH�WXUQ�
WDEOHV�HYRNH�LGHDV�RI�UHVLVWDQFH�DQG�UHVLOLHQFH�DV�
WKH�KXPDQV�FDUU\�WKH�ZHLJKW�RI�WKH�ODUJH�SODQ�
HWV��$GGLWLRQDOO\�LQ�The Cave Painter�������WKH�
PHUPDLG�ZLWK�VXFNOLQJ�FKLOG�DW�KHU�EUHDVW��KDYH�
LPDJHV�RI� SHRSOH� DQG� FUHDWXUHV�SURMHFWHG�RQWR�
KHU��$W� ¿UVW� WKH� ¿JXUHV� LQ� WKH� SURMHFWLRQ� VHHP�
OLNH�WKH\�FRXOG�EH�RI�LFRQLF�VRFLDO�DFWLYLVWV�EXW�RQ�
FORVHU�LQVSHFWLRQ�LW�EHFRPHV�HYLGHQW�WKH\�DUH�MXVW�
DQRQ\PRXV�LOOXVWUDWLRQV��1RQH�RI�WKHVH��ERWK�WKH�
VFXOSWXUHV� DQG� LOOXVWUDWLRQV� LQ� WKH� LQVWDOODWLRQ��
DSSHDU� DV� LI� WKH\�ZDQW� WR� FRPPXQLFDWH� VRPH�
WKLQJ�WR�XV�RU�KDYH�EHHQ�VLOHQFHG��,QVWHDG�WKH\�
ORRN�OLNH�HPEOHPV�RI�KRSH�DQG�SHUVHYHUDQFH�RU�
WKDW�RI�H[LVWHQWLDO�KRSHOHVVQHVV��7KHVH�LGHDV�DUH�
WKXV�DW�RGGV�ZLWK�VLOHQW�Silent Dedication�������

7KH� SK\VLFDO� H[KLELWLRQ� GHVLJQ� RI� WKH�
&DQDGLDQ� 3DYLOLRQ� ZDV� DOVR� SRRUO\� FRPSRVHG��
$V� WKLV� ZDV� -RVpH� 'URXLQ�%ULVHERLV¶V� VHFRQG�
\HDU� FXUDWLQJ� DQ� H[KLELWLRQ� LQ� WKH� YHQXH� RE�
YLRXV� GL̇FXOWLHV� DQG� OLPLWDWLRQV� ZLWKLQ� WKH�
VPDOO� DQG� FLUFXODU� VSDFH� ZHUH� QRW� DGGUHVVHG��
7KH� SODFHPHQW� RI� REMHFWV� ZDV� WRR� OLQHDU� DV�
WKH\� DSSHDUHG� WR� EH� JURXSHG� E\� PHGLXP��

7KLV�� WKXV�� OLPLWHG� WKH� GLDORJXH� WR� RQH�
IRFXVHG� SULPDULO\� RQ� PHGLD�� $OVR�� WKH� H[KLE�
WLRQ� URXWH� GRHV� QRW� ERGH� ZHOO� WR� ODUJH� JURXSV�
RI� YLVLWRUV� ZKR� FORJJHG� LWV� ÀRZ� EHFDXVH� WKH�
DUWZRUNV� � FDQQRW� EH� YLHZHG� IURP� D� YDULHW\� RI�
DQJOHV�� 7KLV� UHVXOWHG� LQ� WKH� 3DYLOLRQ� IHHOLQJ�
FODXVWURSKRELF�� ZKLFK� XQIRUWXQDWHO\� GHIHDWHG�
%R\OH¶V�LQWHQWLRQV�RI�FUHDWLQJ�D�VSDFH�RI�VROLWXGH�

)LQDOO\��Ophiodea�������WKH�EURQ]H�VHQ�
WU\�VHDWHG�DERYH�WKH�3DYLOLRQ¶V�HQWUDQFH�LV�D�QLFH�
WRXFK� WR� FDWFK� WKRVH� SDVVLQJ� E\� DQG� ZHOFRPH�
WKH� DXGLHQFH� LQWR� WKH� FDYH�� KRZHYHU� LW� GRHV�
QRW� DSSHDU� WR� DGG� DQ\� YDOXH� WR� WKH� H[KLELWLRQ�

(YHQ� WKRXJK� WKLV� \HDU¶V� &DQDGLDQ� 3D�
YLOLRQ� GLVDSSRLQWHG� PH�� ,� ZRXOG� QRW� GLVFRXU�
DJH� SHRSOH� IURP� YLVLWLQJ� WKH� VLWH�� ,� EHOLHYH�
%R\OH� LV� VWLOO� D� QRWHZRUWK\� FRQWHPSRUDU\� &D�
QDGLDQ� DUWLVW� ZKR� KDV� WKH� SRWHQWLDO� DQG� DELOL�
W\� WR� UHGHHP�KHUVHOI� IURP� WKH�9HQLFH�%LHQQDOH�
DQG� WR� UHDFK� DQ� LQWHUQDWLRQDO� DXGLHQFH� LQ� D�
PRUH�SRZHUIXO�� LQYHQWLYH� DQG�HFOHFWLF�PDQQHU��

0LVKD�0LFKDHO

On Opposite Page: 
Silent Dedication, 2013

Written, directed and art directed by Shary Boyle. 
Translated and performed by Beth Hutchison. 

Filmed and processed by John Price, Black and 
ZKLWH���PP�¿OP��ORRSHU�������PLQ�

All images courtesy of the artist and
Jessica Bradley  Gallery, Toronto. 



(U�,UJSH]L�VM�H�+PăLYLU[�*VSV\Y

Bubblegum pink is not typically the dominant 
colour found in the landscape. However, when visit-
ing Richard Mosse’s The Enclave (2013), mountains, 
JUDVV\�¿HOGV��DQG�MXQJOH�WUHHV�DOO�WDNH�RQ�D�PDJHQWD�
hue.  The  Irish pavilion at the 55th Venice Biennale 
welcomes the viewer by three large-scale landscape 
photographs, in which the mountains take on the 
seemingly unnatural shade of pink.  The images are 
immediately appealing; however, you might want to 
WXUQ�WKH�FRUQHU�DQG�ZDWFK�WKH�VL[�VFUHHQ�¿OP�LQVWDO-
lation before you start planning your next vacation.  

The Enclave serves as a type of culmination to 
0RVVH¶V� WKUHH�\HDU� MRXUQH\� LQ� WKH�&RQJR��)RU� WKRVH�
familiar with Mosse’s practice, the photographs 
are quite similar to his most recent body of work, 
Infra. Between 2010-2011, Mosse visited eastern 
&RQJR� DQG� SKRWRJUDSKHG� YDULRXV� JURXSV� XVLQJ�
$HURFKURPH�� D� W\SH� RI� LQIUDUHG� ¿OP� WKDW� ZDV� GLV-
FRQWLQXHG� E\� .RGDN� LQ� ������ 7KLV� ¿OP� ZDV� RULJL-
nally developed by the US military to detect camou-
ÀDJH� GXULQJ�::,,�� � 7KH� FXUUHQW� SURMHFW�� LQFOXGLQJ�
WKH� ¿OP�� ZDV� DOVR� VKRW� XVLQJ� LQIUDUHG� WHFKQRORJ\��

7KH�¿OP��ZKLFK�LV�WKH�PDLQ�ERG\�RI�WKH�LQVWDO-
ODWLRQ��ZDV�D�FROODERUDWLYH�H̆RUW�EHWZHHQ�FLQHPDWRJ-
UDSKHU�7UHYRU�7ZHHWHQ�DQG�FRPSRVHU�%HQ�)URVW�WKDW�
began in 2012. Mosse has previously worked with 
7ZHHWHQ�RQ�VXFK�SURMHFWV�DV�Untitled (Iraq) and Le-
viathan. Together, Mosse and his team, including 
ERWK�7ZHHWHQ� DQG�)URVW�� YLVLWHG� YDULRXV� UHPRWH� UH-
EHO�JURXSV� LQ� WKH�&RQJR� LQ�RUGHU� WR�FROOHFW� IRRWDJH��
7KH� ¿OP� SURYLGHV� DQ� XQVHWWOLQJ� EDODQFH� EHWZHHQ�
beautiful landscape and harsh existence of life in 
WKH� &RQJR��:KLOH� WKH� YLHZHU� QHYHU� H[SHULHQFHV� GL-
rect combat, its essence looms through the raised 
guns of a rebel group waiting along a riverbed, or 
through the somber crowd that gathers around dead 
bodies brought to a village after a nearby massacre. 

The installation of screens surrounds the 
viewer as the minimalist soundtrack creates an un-
FHUWDLQ� WHQVLRQ�� 'L̆HUHQW� VHTXHQFHV� SURMHFW� RQ�
each individual screen and tend to be a balance 
between the landscape and scenes within the vil-
lages, or tracking a rebel group. Despite some vi-
olent and disturbing imagery, the well-edited se-
quencing maintains the viewer’s interest. If ever an 
event is too graphic, the viewer can shift their gaze 
to another scene: a calming view of waves com-

LQJ� DVKRUH�� RU� WKH� OHDI\� SLQN� IROLDJH� RI� WKH� MXQJOH��
One particular sequence follows a young re-

EHO�VROGLHU�WKURXJK�DQ�HQGOHVVO\�SLQN�¿HOG��7KH�VFHQH�
FXWV� DQG� WKH� VDPH� VROGLHU� VWDUHV� XQÀLQFKLQJO\� LQWR�
the lens of the camera as he holds a gun against his 
shoulder, confronting the viewer. He is merely a 
boy, not a terrifying soldier or a person one would 
imagine to be a killer. Elsewhere, on one screen of 
the installation, a group of villagers are seen stand-
ing stoically above dead bodies, while another screen 
simultaneously reveals a rebel group posed to shoot 
at seemingly nothing. This type of footage gives the 
¿OP� D� VWDJHG� TXDOLW\�� � ,Q� D� YLGHR� IRU� )ULH]H��0RVVH�
FRPPHQWHG�RQ�KRZ�WKH�SHRSOH�WKH\�¿OPHG�KDG�DQ�LQ-
teresting reaction to the camera. He described them 
DV� EHLQJ� DPELYDOHQW� \HW� GHHSO\� GH¿DQW� WRZDUGV� WKH�
camera, stating that they became very gestural and 
SHUIRUPDWLYH�� � )URP� WKH� SDUWLFLSDQWV¶� JD]H� DQG� DF-
tions, it is clear they are exaggerating their perceived 
role for the camera. Although it can be questioned 
how much direction the participants received, their 
performative and often confrontational demeanor 
challenges the viewer to debate the documentary na-
ture of the work and the narrative Mosse unravels.

7RJHWKHU��WKH�SKRWRJUDSKV�DQG�¿OP�VHUYH�ERWK�
WR�HGXFDWH�WKH�YLHZHU�DERXW�WKH�FRQÀLFW�DQG�JHQHUDWH�
D�QXPEHU�RI�TXHVWLRQV��:KDW�LV�WUXO\�KDSSHQLQJ�LQ�WKH�
&RQJR"�+RZ�FDQ�VXFK�KRUULEOH�WKLQJV�KDSSHQ�LQ�VXFK�
D�EHDXWLIXO�SODFH"�$QG�KRZ�GR�ZH�GLJHVW�WKH�EHDXW\�
DORQJVLGH�WKH�KXPDQ�VX̆HULQJ"��7KLV�TXHVWLRQLQJ�RI�
beauty and violence also calls into question the me-
dium of photography itself and its role as a techno-
ORJLFDO�� GRFXPHQWDU\�� MRXUQDOLVWLF�� DQG� DUWLVWLF� WRRO��
7KH�ZRUN�KDV�HOHPHQWV�RI�UHSRUWDJH��DQG�WKH�VXEMHFW�
PDWWHU�LV�RQH�WKDW�LV�IDPLOLDUO\�FRYHUHG�E\�SKRWRMRXU-
nalists. However, Mosse is clearly aestheticizing the 
landscape, not only by manipulating colour, but also 
in his sweeping landscape shots, and his deliberate 
avoidance of capturing a violent event. He uses a 
large format camera, something that takes longer to 
set up and position, in place of the more standard Lei-
ca. By pairing the individual photographs along with 
the video, there is a suggestion of the potential lim-
LWV�RI� WKH�SKRWRJUDSK� LQ� LWV� VSHFL¿FLW\�+RZHYHU�� WKH�
¿OP�ERUGHUV�RQ�WKH�WKHDWULFDO��ZKLFK�FRXOG��DUJXDEO\��
GHWUDFW�IURP�WKH�SURMHFW��7KDW�ERUGHULQJ�DQG�SOD\�RQ�
vision and perception is part of the works’ purpose. 

��



The colour is perhaps what is most challenging 
to adjust to in this project, and inspires the contem-
plative nature of the installation. The saturation of 
pink creates a kind of alternate world. In his descrip-
WLRQ��0RVVH�SRQGHUV�WKH�LQÀXHQFH�RI�FRORXU��VXFK�DV�
pink) on the perceived authenticity of a photograph. 
‘How much more constructed is a pink photograph 
versus a black and white photograph...yet a black and 
white photograph can represent Truth [with a capital 
T].’   It is a valid question, one I had not considered. 
Why do we think of Mosse’s photographs as surreal 
if a black and white photograph shows the world in 
an equally skewed range of colour? Mosse cleverly 
creates contrasts in order to inspire the viewer with 
a variety of dilemmas that do not have immediate 
conclusions but a more permanent contemplation. 

The Congo may seem very distant and dif-
ferent from Ireland, but the imagery strikes a fa-
miliar chord on a more global level. Even if the 
viewer is not informed in regards to the situation 
in the Congo, they are likely to be familiar with 
RWKHU� DUHDV� RI� FRQÀLFW�� DQG� IRU� WKRVH� OLYLQJ� LQ� ,UH-
land, they are like to be better versed in regards 
WR� WKH� FRQÀLFW� WKDW� FRQWLQXHV� LQ� 1RUWKHUQ� ,UHODQG�
and receives little media attention worldwide. 

While Mosse is trying to bring awareness to 
the plight of the Congo, his work also brings to bear the 
unseen wars that continue to exist across the world.  
Problems exist from the microcosm to the macro-
cosm, lurking in the tall grass, dark forests, or even out 
in the open.  Sometimes you just have to alter the col-
our of the landscape to change your perception.  Who 
knew the colour pink could provoke such thoughts?

Esther Kendall
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Mladen Miljanoviþ
The Garden of Delights

)RU� WKH� ¿UVW� WLPH� LQ� ��� \HDUV� DQG� WKH�
VHFRQG� WLPH� RYHUDOO�� %RVQLD� DQG� +HU]HJRYLQD�
LV� SUHVHQW� DW� WKH�9HQLFH�%LHQQDOH��ZLWK� DQ� R̆-
VHW� SDYLOLRQ� DW� 3DOD]]R� 0DOLSLHUR�� )RU� D� ORQJ�
WLPH�� WKH� FRXQWU\¶V� SDUWLFLSDWLRQ� LQ� ����� UH-
PDLQHG� D� RQH�R̆�� DIWHU� WKDW�� WKRVH� LQ� FKDUJH�
RI� GHFLGLQJ� RQ� WKH� FRXQWU\¶V� LQYROYHPHQW�ZLWK�
LQWHUQDWLRQDO� DUW� H[KLELWLRQV� FRXOG� QRW� UHDFK�
DJUHHPHQW�� FRQGHPQLQJ� WKH�%RVQLDQ� DUW� VFHQH�
WR�EH�OHIW�RXW�RI�WKH�LQWHUQDWLRQDO�GLDORJXH��7KH�
FXUUHQW� SURMHFW� WKHUHIRUH� HPERGLHV� DQG� UHSUH-
VHQWV� DQ� LPSRUWDQW� DFFRUG� EHWZHHQ� ORQJ� GLV-
VHQWLQJ�YRLFHV��,W�LV�LQ�IDFW�FR�FXUDWHG�E\�6DULWD�
9XMNRYLü�DQG�,UIDQ�+RãLü��WKH�UHSUHVHQWDWLYHV�RI�
WKH� WZR� GL̆HUHQW� SROLWLFDO� HQWLWLHV�ZKLFK�PDNH�
XS� %RVQLD� +HU]HJRYLQD�� WKH� 6USVND� 5HSXEOLF�
DQG�WKH�)HGHUDWLRQ�RI�%RVQLD�DQG�+HU]HJRYLQD�

7KH� DUWLVW� VHOHFWHG� WR� UHSUHVHQW� WKH�
FRXQWU\� LV� 0ODGHQ� 0LOMDQRYLü� �E�������� D� IRU-
PHU� OLHXWHQDQW� LQ� WKH� DUP\�� DQG� QRZ� RQH� RI�
WKH� \RXQJHVW� DUWLVWV� RI� WKH� :DU� *HQHUDWLRQ���
:HOO�DZDUH�RI� WKH�ZHLJKW�RI� WKLV�UHVSRQVLELOLW\��

KH� GHFLGHG� WR� RSHQO\� HQJDJH� ZLWK� WKLV� WKHPH
WKURXJK�WKH�RSHQLQJ�SLHFH�RI� WKH�VKRZ��D� ODUJH�
HQJUDYHG� EODFN� JUDQLWH� VODE�� � WKH� UHPDLQGHU�
RI� D� SHUIRUPDQFH�KH� HQDFWHG�GXULQJ� WKH� RSHQ-
LQJ� RI� WKH� H[KLELWLRQ��The Pressure of Wishes.
0RQWKV�EHIRUH�WKH�VKRZ�KH�WH[WHG�WKLUW\�IULHQGV�
DVNLQJ�� ³'HDU� IULHQG�� ZKDW� ZRXOG� \RX� ORYH� RU�
ZLVK�WR�VHH�LQ�WKH�3DYLOLRQ�RI�%RVQLD�DQG�+HU]H-
JRYLQD�LQ�9HQLFH"´��+H�HQJUDYHG�WKH�DQVZHUV�RQ�
WKH�VWRQH�DV�KH�UHFHLYHG�WKHP��/DWHU��IRU�WKH�DF-
WXDO�SHUIRUPDQFH��KH�VWRRG�IRU�WKH�HQWLUH�GXUD-
WLRQ�RI�WKH�RSHQLQJ�KROGLQJ�WKH�VODE�LQ�KLV�KDQGV��
OLWHUDOO\�EHDULQJ�WKH�EXUGHQ�RI�GHVLUHV��0LOMDQR-
YLü� DOVR� H[SORLWHG� WKH� FRQFHSW� RI� WKH� SUHVVXUH�
RI� H[SHFWDWLRQV� DQG� MXGJHPHQW� WKDW� WKH� DUWLVW
KDV� WR� IDFH� IRU� KLV� DUWLVWLF� SURGXFWLRQ� WKURXJK�
At the edge �������� DQRWKHU� SHUIRUPDQFH�
LQ� ZKLFK� KH� KXQJ� RQ� WKH� RXWVLGH� ZDOO� RI� WKH�
EXLOGLQJ� LQ� ZKLFK� DQ� H[KLELWLRQ� RI� KLV� ZRUNV�
ZDV� KRVWHG�� +H� UHPDLQHG� VXVSHQGHG� LQ�
WKH� YRLG�� MXVW� KROGLQJ� WLJKW� ZLWK� KLV� KDQGV�
IRU� PRUH� WKDQ� DQ� KRXU� GXULQJ� WKH� RSHQLQJ��

��

!e garden of delights, engraved granite and iron rebar, 2013.



:LWK�The Pressure of Wishes��KH�JRHV�EH\RQG�WKH�
SHUVRQDO�GLPHQVLRQ�RI�EHDULQJ�SUHVVXUH�E\�WDN-
LQJ�RQ�WKH�UROH�RI�D�UHSUHVHQWDWLYH�RI�VRFLHW\��JLY-
LQJ�KLP�DQ�DOPRVW�VRFLDO�IXQFWLRQ����7KH�GHOLFDWH�
WDVN�RI�JLYLQJ�VKDSH�WR�WKH�GL̆HUHQW�YRLFHV��RI�WKLV�
FRXQWU\��DQG�GHDOLQJ�ZLWK�WKH�EDODQFLQJ�RI�LQGL-
YLGXDO�GL̆HUHQFHV�LQ�D�FROOHFWLYH�FRPPXQLW\�LV�D�
WKHPH�WKDW�UXQV�7KH�GHOLFDWH�WDVN�RI�JLYLQJ�VKDSH�
WR�WKH�GL̆HUHQW�WKURXJK�WKH�VKRZ�DV�D�UHG�WKUHDG�

7KH� UHTXHVWV� WKDW� ZH� FDQ� UHDG� RQ�
WKH� VWRQH� PDLQO\� UHFRUG� WKH� GHVLUH� QRW� WR�
VHH� DQ\� PRUH� ZRUNV� UHODWHG� WR� WKH� ZDU�� RI
IUHHLQJ� %RVQLDQ� LGHQWLW\� IURP� WKH� VWHUHRW\SH�
RI� D� VX̆HULQJ� FRXQWU\�� 7KH� DUWLVW� UHMHFWV� WKH
VHOI�SLWHRXV� DWWLWXGH� LQ� ZKLFK� %RVQLDQ� FXO-
WXUH� KDV� EHHQ� LPPHUVHG� VLQFH� WKH� 1LQHWLHV�
EXW� WKH� ZDU� LV� LQGHHG� DQ� DEVHQFH�SUHVHQFH�
KHUH�� VRPHWKLQJ� WKDW�ZH� VWLOO� FDQQRW� ORVH� VLJKW�
RI� ZKHQ� HQJDJLQJ� ZLWK� WKH� %DONDQV�� &RQ-
FHLYHG�DV�D� UHDFWLRQ��0LOMDQRYLü�ZDQWV� WR� VKRZ�
WKH� FRPSOHWH� RSSRVLWH�� KRZ� SHRSOH� DUH� D� OLYH-
O\� IRUFH� ZLWK� GHVLUHV�� EXW� ZLWK� D� ELWWHU� QRWH�
RI� ZDUQLQJ� ±� LQGLYLGXDO� GHVLUHV� DQG� ZLVKHV��
ZKHQ� GR� WKH\� EHFRPH� D� FROOHFWLYH� DEVXUGLW\"�

7KH� TXHVWLRQ� RI� WKH� SOXUDOLW\� RI� YRLF-
HV� LV� DGGUHVVHG� LQ� WKH� SRZHUIXO� SLHFH�A Sweet 
Symphony of Absurdity�� D� ¿YH�PLQXWH� YLGHR�
VWDUULQJ�%DQMD�/XND¶V�3KLOKDUPRQLF�2UFKHVWUD���
7KH� YLGHR� RSHQV� ZLWK� D� VFHQH� VKRZLQJ� HPS-
W\� DQRQ\PRXV� JUDVVODQG� ZKHQ� D� ÀXWLVW� HQWHUV�
DQG�VWDUWV�SOD\LQJ�D�PHORG\���$IWHU�WHQ�VHFRQGV��
DQRWKHU� PXVLFLDQ� MRLQV� KHU� DQG� VWDUWV� SOD\LQJ�
D� GL̆HUHQW� WXQH�� *UDGXDOO\� HYHU\� WHQ� VHFRQGV�
DQRWKHU�PHPEHU� MRLQV�� XQWLO� WZHQW\�¿YH�PXVL-
FLDQV�¿OO� WKH� VFUHHQ�� HDFK�RQH�SOD\LQJ�KLV� RZQ�
IDYRXULWH�PHORG\�DQG�WKH�PXVLF�WKDW�ZDV�VR�VLQ-
JXODUO\� KDUPRQLRXV� EHFRPHV� DQ� LQFUHDVLQJO\�
FKDRWLF�QRLVH��7KHQ�VXGGHQO\� WKH\�DOO� VWRS�DQG�
EUHDN� WKH� IRXUWK�ZDOO�� WKH\� ORRN� DW� WKH� YLHZHU��
DV� LI� WKH\� ZHUH� ZDLWLQJ� IRU� DSSODXVH� RU� VRPH-
KRZ� FKDOOHQJLQJ� WKH� VSHFWDWRU�� ZDLWLQJ� WR� VHH�
KLV� UHDFWLRQ� LQ� IDFLQJ� WKLV� FROOHFWLYH� DEVXUGLW\��
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 !e pressure of wishes, performance, May 30, 2013.



PRWLQJ� VRFLHWDO� FKDQJH� DQG� GLDORJXH� LQ� WKH�
FRPPXQLW\�� DOVR� GHDOLQJ� ZLWK� D� SRVW� ZDU�
FRXQWU\� XQGHUJRLQJ� UHFRQVWUXFWLRQ�� FRQVWDQW-
O\� FRQIURQWHG� ZLWK� D� KHDY\� SDVW� DQG� WXUQ-
LQJ� WR� DUW� IRU� LWV� FDWKDUWLF� DQG�SXULI\LQJ� YDOXH��

7KXV�IDU��0LOMDQRYLü�VHHPV�WR�VWLOO�EH�GH-
YHORSLQJ�KLV�PDWXUH�ODQJXDJH���+LV�FDUHIXO�MX[WD-
SRVLWLRQ�RI��RQ�WKH�RQH�KDQG��PDWHULDOV�GHULYHG�
IURP�FUDIW�WUDGLWLRQ�DQG�WKH�UXUDO�ZRUOG�±�UXVW\�
LURQ� UHEDUV�� JUDQLWH�� DQG� HQJUDYLQJ� WHFKQLTXHV�

±

DQG�RQ�WKH�RWKHU�KDQG��D�FRQ¿GHQW�XVH�RI�YLG-
HR�DQG�SHUIRUPDQFH��H[HPSOLI\�KLV�XQLTXHQHVV���
+H�DSSHDUV�WR�EH�DZDUH�RI�DQG�HYHQ�WDNH�SULGH�LQ�
WKLV�LGLRV\QFUDWLF�FRPELQDWLRQ�RI�FHUWDLQ�IHDWXUHV�
GHHSO\�URRWHG�LQ�KLV�QDWLYH�FXOWXUH��DORQJVLGH�DQ�
XSGDWHG�DUWLVWLF� ODQJXDJH�� �:KHWKHU� WKLV� LQWHU-
HVWLQJ�\RXQJ�DUWLVW�ZLOO� DFTXLUH�DQ\�VXFFHVV�RQ�
WKH�EURDG�LQWHUQDWLRQDO�VFHQH�UHPDLQV�WR�EH�VHHQ�

&DWHULQD��0HVWURYLFK

$OO�LPDJHV�FRXUWHV\�RI�WKH�DUWLVW

,Q�WKH�PDLQ�SLHFH��D�WULSW\FK�LQVSLUHG�E\�+LHUR-
Q\PXV�%RVFK¶V�The Garden of Earthly Delights 
�F��������WKH�DUWLVW�NHHSV�WKH�PDVWHU¶V�ODQGVFDSH�
DQG�VXEVWLWXWHV�WKH�KXPDQ�¿JXUHV�ZLWK�NLWVFK\�
LPDJHV�WKDW�SHRSOH� LQ�WKH�FHQWUDO�%DONDQV�KDYH�
FKRVHQ�WR�UHSUHVHQW�WKHPVHOYHV�RQ�WKHLU�JUDYH-
VWRQH���,W�LV�D�%DONDQ�WUDGLWLRQ�WR�KDYH�DQ�LPDJH�RI�
WKH�GHDG�SHUVRQ�RQ�WKHLU�JUDYHVWRQH�WR�UHSUHVHQW�
WKHP�IRU�HWHUQLW\���%HIRUH�HQUROOLQJ�DW�WKH�$FDGH-
P\�RI�$UW��0LOMDQRYLü�ZDV�D�JUDYHVWRQH�HQJUDYHU���
DQG�KH�UHFHLYHG�WKH�ZHLUGHVW�UHTXHVWV�IURP�SHR-
SOH�DERXW�ZKDW�WR�HQJUDYH��OHDGLQJ�KLP�WR�UHDG�
WKLV� LPDJH�DV�WKH�TXLQWHVVHQFH�RI� WKHLU�GHVLUHV���
7KH� WULSW\FK� VKRZV� DQ� HQF\FORSDHGLF� DUUD\� RI�
SHRSOH��D�FROOHFWLYH�SRUWUDLW�XVLQJ�WKH�PHWDSKRU�
RI� %RVQLD� DV� D� GLYHUVH� JDUGHQ�ZKHUH� LQGLYLGX-
DOV� KDYH� WKHLU� RZQ�PXOWLSOH� GHVLUHV� DQG� YLFHV��
ZKLFK�WKHQ�EHFRPH�D�WRUWXUH�WR�WKH�FRPPXQLW\�
7KH�SLHFH�LV�PDWFKHG�ZLWK�D�GRFXPHQWDU\�VOLGH-
VKRZ�RI�WKH�RULJLQDO�SKRWRV�WKH�DUWLVW�WRRN�RI�WKH�
WRPEVWRQHV��ZLWK�KLV�RZQ�LPDJH�YLVLEOH�DV�D�UH-
ÀHFWLRQ�RQ�WKH�VXUIDFH�ZKLOH�VKRRWLQJ��7KLV�RS-
HUDWLRQ�KDV� D� VRPHZKDW�GLGDFWLF� WDVWH�� DV�GRHV�
DQ�H[WHQVLYH�VRUW�RI�PLQG�PDS�WKDW�WKH�DUWLVW�KDV�
GUDZQ�RQ�WKH�ZDOOV�RI�WKH�URRP�ZLWK�QRWHV�RQ�WKH�
WKHPHV�VWUHVVHG�LQ�WKH�H[KLELWLRQ��7KLV�H[SODQD-
WRU\�JHVWXUH�VHHPV�RXW�RI�SODFH��DQG�RQH�FRXOG�EH�
LQFOLQHG�WR�LQWHUSUHW�LW�DV�D�VLJQ�RI�SURYLQLFLDO�QD-
LYHW\��RU�RI�D�FXOWXUDOO\�OHDUQHG�IHDU�RI�PLVUHDG-
LQJ��RU�VLPSO\��DQ�LQVWUXFWLYH�DWWLWXGH���0LOMDQRYLü�
LV�LQ�IDFW�D�WHDFKHU�DW�WKH�%DQMD�/XND�$FDGHP\�RI�
$UW�DQG�KLV�ZKROH�SUDFWLFH�LV�FKDUJHG�ZLWK�D�VR-
FLDO�YDOXH��DQ�DWWHPSW�DW�VKDSLQJ�FXOWXUH�UDWKHU�
WKHQ�EHLQJ�VKDSHG��+H�EHOLHYHV�WKDW�DUW�FDQ�SUR-
SHO�VRFLHW\�WR�WDNH�DFWLRQ�DQG�VKDSH�WKH�VSLULW�RI�
WKH�WLPH��,Q�KLV�SHUVRQDO�H[SHULHQFH�KH�HQJDJHV�
ZLWK�DFWLYLWLHV�LQ�ZKLFK�DUW�LV�D�WRRO�IRU�VRFLDO�LQ-
WHJUDWLRQ�EHWZHHQ�WKH�WKUHH�HWKQLF�FRPPXQLWLHV�
RI�%RVQLD��OLNH�Happening ‘Balkana’��������DQG�
KHOSV� SHRSOH� WR� EUHDN� JHRJUDSKLF� DQG� FXOWXU-
DO� EDUULHUV�1XPHURXV� DUH� WKH� VLPLODULWLHV� ZLWK�
WKH�¿JXUH�RI�-RVHSK�%HX\V��RQH� WKLQNV��KH�ZDV�
D� VROGLHU�� QRZ� DUWLVW� DQG� WHDFKHU� DFWLYH� LQ� SUR
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Re-staging ideas or 
“When Attitudes 
Become Form: 
Bern 1969/Venice 2013” 
Forty-four years after its inception at the Kun-
sthalle in Bern, Live in Your Head: When Atti-
tudes Become Form, Harald Szeemann’s semi-
nal conceptual art exhibition, is being brought 
back to life by the Prada Foundation at Ca’ 
Corner de la Regina, a historical Venetian pal-
ace, for the duration of the 55th Biennale. Cu-
rated by Arte Povera specialist and director of 
the Prada Foundation, Germano Celant, the 
exhibition’s original space was recreated by 
architect Rem Kohlhaas in collaboration with 
artist and photographer Thomas Demand. 

The exercise is one of meticulous preci-
sion: almost all the artworks exhibited in 1969, 
LQFOXGLQJ�WKH�VLWH�VSHFL¿F�RQHV��DUH�SUHVHQW�DQG�
exhibited in exactly the same location they were 
in when on show in Bern. The majority are orig-
inals, most of the other ones reproductions or 
re-enactments. Those few that are absent are 
PDUNHG�E\�WKHLU�RXWOLQHV�RQ�ZDOOV�DQG�ÀRRUV�DQG�
accompanied by a photograph. Walls and their 
ZRRG�HOHPHQWV��ÀRRUV��GRRUV�DQG�ZLQGRZV��HYHQ�
the radiators of the Kunsthalle – everything has 
been reconstructed down to the smallest detail. 
Yet, there are no ceilings and the superimposi-
tion of two spaces yields views of frescoed walls, 
pillars and the palazzo’s historical plafonds, re-
PLQGLQJ�XV�WKDW�ZH�¿QG�RXUVHOYHV�LQ�D�VSDFH�WKDW�
has been torn out of its original place and time and 
transplanted somewhere else. But it is not just a 
“space”. The curator has detached and grafted an 
HQWLUH�³ZRUOG´�RQWR�D�GUDVWLFDOO\�GL̆HUHQW�ERG\�

Celant sees this very act of complete ex-
traction as having turned the historical exhibi-
tion into a readymade, an object. This reinven-
tion, able to trigger new ideas and allow for new 
associations, confers “When Attitudes Become 
Form” a materiality that had until now played 
little role in its perception. And that is precise-
ly why it feels somewhat odd that this particu-
lar exhibition has been chosen for re-staging. 

When Harald Szeemann conceived the 
show in 1968, his aim was to present radically new 
art forms whose similarities were less stylistic 
than intellectual and which distinguished them-
selves through concepts and processes rather 
than artefacts.  These art forms were later named 

Process Art, Land Art, Arte Povera, Concep-
tual Art and so forth. Szeemann gathered a 
sizeable and varied group of artists in Bern: 
Jannis Kounellis, Mario Merz, Eva Hesse, 
Lawrence Weiner, Walter De Maria, Richard 
Artschwager, Joseph Kosuth and Doug Hue-
bler as well as Joseph Beuys, Richard Long, 
Carl Andre, Robert Smithson and Sol LeWitt, 
to name a few. He engaged them in a dialecti-
cal encounter during which they experimented 
with new approaches to art and architecture.  

Documentary videos and interviews 
VFUHHQHG� DW� JURXQG� ÀRRU� OHYHO� DW� &D¶� &RUQHU�
della Regina bear testimony to the exception-
al atmosphere at the Kunsthalle in those days. 
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Lawrence Weiner executing “A 36” x 36” Re-
moval to the lathing or support wall of plaster or 
wallboard from a wall” at the Kunsthalle in Bern 
1969



it took a while until the ideas caught on. Over 
time, it contributed to calling into question the 
boundaries of what Szeemann called “the tri-
angle in which art operates”, namely the art-
ist’s studio, the gallery and the museum. In 
addition to challenging traditional attributes 
of aesthetic form, it demonstrated a new ap-
proach to art, where everything was left to the 
liberating process of doing, where random or-
der and chance governed much of the process 
and where the unimpeded participation of 
the viewer catered to a continuous evolution 
of the artworks. In doing this, it established 
a sense of supremacy of concept over object.

What then does the 2013 version of When 
Attitudes Become Form do? Its newly-acquired 
status of readymade makes it a fragment of times 
past, both as an entity as well as a collection of 
artefacts. We are thus, in contrast to one of Sze-
emann’s original intentions, very much back in 
a classical museum setting. It allows us to ap-
preciate the materiality of objects that embody 
the ideas of the conceptual generation, with the 
scrupulous reconstruction of the setting creat-
ing a privileged visual experience. This is like-
ly the major attraction of the exhibition – with 
Conceptual Art now an established category in 
the canon of the history of art, these fragments 
are quite interesting, if only to feed our curiosity 
as to what the “art of ideas” looks like. From that 
perspective, one could generously argue that the 
exhibition’s 2013 version complements the 1969 
version curatorially, by making the artworks en-
ter into a new dialogue with visitors. But an af-
terthought remains: did Celant, consciously or 
not, play on the theme of fetishization of theob-
ject, thereby negating Szeemann’s fundamental 
intentions? Cynics would be quick to point out 
that this exhibition, backed by luxury goods la-
bel Prada, could be seen as yet another, this time 
vastly more intellectual merchandising venture. 

With plenty of emerging artistic tal-
ent around, one wonders why the Prada Foun-
dation did not  dare  stage   an  exhibition  of
 up-and-coming artists. This would have in-
fused Ca’ Corner della Regina with vital-
ity and life and thus constituted a much 
PRUH� ¿WWLQJ� hommage to Szeemann.

Isabelle Nowak

When Attitudes Become Form, Venice Biennale 
2013, (Installation Views)

2QH� ZDWFKHV� :HLQHU� KDPPHU� SODVWHU� R̆� D�
wall, Artschwager talk about the Blps and 
Beuys smear margarine into a corner of the 
building. There was a lot of thinking, debat-
ing and collaborating as well as a great deal 
of time spent “making things”. The whole en-
GHDYRXU�ZDV�RR]LQJ�ZLWK�OLIH�WKDW�VWLOO�¿OOHG�WKH�
air when the exhibition opened to the public.

Exhibitions appear at a particular mo-
ment and are designed to answer to a certain set of 
VSHFL¿F�KLVWRULFDO�FRQGLWLRQV��)RU�FRQFHSWXDO�DQG�
other ‘formless’ art forms that emerged at the end 
of the 1960s, Szeemann’s show responded suc-
cessfully in various ways, despite the initial sense 
RI�ED̈HPHQW�LW�JHQHUDWHG��*LYHQ�LWV�SLRQHHULQJ�
character for artists, curator and public alike,  

2�



Artworks featured in photographs:
Opposite Page, top:
Alan Saret, Zinc Fire (1968/2013) – Unpainted wire, 
75 x 120 x 90 cm 
Gary B. Kuehn, Untitled (Wedge Piece) (1968) – 
:RRG��¿EHUJODVV��HQDPHO�������î�������î�������FP�
Bill Bollinger, Rope Piece (1969/2011) – Manila 
rope, clamps, eye bolts, black tape, rope: 1.3 cm di-
ameter, length may vary between 500 and 1,000 cm
Gary B. Kuehn, Pedestal Piece (Untitled) (1968) – 
:RRG��¿EHUJODVV��HQDPHO��������î������[������FP�
Eva Hesse, Augment (1968) – Latex, canvas, 17 
HOHPHQWV��������î�������FP�HDFK�
Bill Bollinger, Pipe Piece (1968) – Aluminium pipes, 
plastic, pipes: 200 cm length, 5 cm diameter, angle 
variable
Walter De Maria, Art By Telephone (1967) – Tele-
phone, sheet of paper, variable dimensions 
Rainer Ruthenbeck, Aschenhaufen III (1968) – Ash-
es, wire, 92 iron sticks, approx. 80 cm height; 220 
cm diameter
Richard Tuttle, Canvas Dark Blue (1967) – Dyed 
canvas, thread, 177.8 x 90.2 cm 

��

Opposite Page,  bottom: 
Alan Saret, Zinc Fire (1968/2013) – Unpainted wire, 
75 x 120 x 90 cm
Gary B. Kuehn, Untitled (Wedge Piece) (1968) – 
:RRG��¿EHUJODVV��HQDPHO�������î�������î�������FP�
Walter De Maria, Art By Telephone (1967) – Tele-
phone, sheet of paper, variable dimensions 
Gary B. Kuehn, Pedestal Piece (Untitled) (1968) – 
:RRG��¿EHUJODVV��HQDPHO��������î������[������FP�
Richard Artschwager, Blp (1968) – Spray paint, 
spray paint on rubberized hair, oil-based enamel on 
wood, various dimensions
Eva Hesse, Vinculum II (1969) – Latex on wire 
mesh, wire, staples, string, 16 ‘ x 3”
Markus Raetz, Endpunkt B and Endpunkt A (1969) 
± ,URQ����î����î����FP�HDFK

Lawrence Weiner Image photo by Shunk Kender, 
courtesy Harald Szeemann Archive, Switzerland 
Installation images Courtesy Mousse Magazine
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Artist Feature: 
Sarah Jones

As you lay on the plush couch across 
from the psychoanalyst with his pad of paper, 
you become aware of a third person observing in 
the room. However, this person is not physically 
present. Rather, he or she is conceptualised; a 
bodiless ubiquity existing as a support, to grasp 
for when discussing your innermost thoughts. 

The camera of artist Sarah Jones takes 
on the role of this third person. Sitting at eye 
level of the psychoanalyst, the camera acts as 
D� SK\VLFDO� PDUNHU� IRU� WKH� ¿UVW� SHUVRQ� ZLWQHVV�
of the therapy session. But the resulting 
photograph is void of any living existence, 
capturing only the empty couch where many 
patients have left their impressions. Jones seizes 
the essence of these sessions and these people 
through the empty rooms and empty couches. 
The resulting image, taken with a large format 
camera and a long exposure, is an eerie room 
with a dishevelled and empty couch at a 1:1 scale.  

Born in 1959, Sarah Jones developed a 
liking for the photographic medium from an early 
age, and started taking photographs of therapy 
rooms in 1996 while studying for her Fine Art MA 
at Goldsmiths’ College.  She became interested 
in these rooms and couches as she explored 
psychoanalytical theory. One can be certain 

WKDW� )UHXG¶V� GLVFXVVLRQ� RYHU� WKH� VLJQL¿FDQFH�
of these couches had a great impact on Jones’ 
work, whereby he suggests that lying down 
facilitates a way to talk ‘out of the body’, allowing 
the patient to go deep into the unconscious 
and release their past. Up until as recently as 
2007, Jones continued to take photographs 
RI� WKH� FRXFKHV� RQH� ¿QGV� LQ� WKHUDS\� URRPV��

It is undoubtedly characteristic of Jones’ 
practice to commit to lengthy projects. In 1997, 
she engaged in another extensive enterprise, this 
one titled, ‘Francis Place/ Mulberry Lodge’. For 
this series, Jones worked with three adolescent 
girls, whereby each month over a four-year period, 
the girls would enact various domestic scenes 
within a household environment. These scenes 
however, demonstrate abstract qualities in the 
depiction of the girls, as they seldom interact and 
never engage in eye contact with each other. The 
viewer can sense some tension in the photograph 
as their faces remain emotionless. Nevertheless, 
such portrayal exudes a staged presence. 

At the beginning of the project, 
Jones would orchestrate the settings herself, 
including the dressing and positioning of 
the girls. However, as the work progressed 
and the girls became more familiar with the 

The Dining Room (Francis Place), 1997, C-type print on aluminium, 
150 x 150 cm

��



work, they were increasingly involved in the 
process, choosing their own wardrobe and 
suggesting various positions and scenarios.  
It became hard to decipher whether the girls 
were acting out adolescence or just being 
themselves, an act of performative realism.  

The domestic settings that Jones chose 
acted as a container for the scene. As the girls 
grew older their reaction to the house and 
their environment began to change.  They 
developed an animalistic reaction to the 
house, acting out wild encounters with the 
physical environment.  One interpretation has 
been as they matured they recreated childish 
behaviours interpreted as a re-enactment of 
childish things.  Their homes became cages 
from which they dreamed of escaping.  Jones 
ended the series when the girls left home.  

In 2002 the subjects of Jones’ 
photographs evolved from the adolescent girls 
to adult life models.  The model became the 
subject of a portrait, she removed the model 
from the pedestal and placed her in her own 
surroundings.  Jones took photographs of life 
models inside their own homes, mostly on 
their beds.  In their own environment they are 
able to rest, Jones believes this is when the 
model shows their true selves.  Jones made 
it her goal to capture this state of rest and she 
was able to capture the essence of the model 
within their own living spaces, the best portrait. 

Jones works in a large scale that is 
reminiscent of the Edward Hopper.  She draws 
inspiration from Hopper paintings and paintings 
of the Renaissance.  She looks at the depiction 
of perspective and distance in Renaissance 
paintings.  She employs in her photography the 

use of the colour blue to add depth to the image 
DQG�XVHV�PDWKHPDWLFV�WR�FRQ¿JXUH�FRPSRVLWLRQV���

In her earlier works Jones relied on 
natural light, or the light provided to create 
DQ� LPDJH� WKDW� ZDV� RIWHQ� ÀRRGHG� E\� OLJKW���
In her later practices she employed studio 
lights to create the scene she wanted.  The 
resulting work is about the state of being, 
where everything is about the stillness of the 
image.  Her analogue photographs have very 
little post production as she pays very close 
attention to detail as she takes the photograph.  

Sarah Jones is currently represented by 
the Maureen Paley gallery in London, and has 
H[KLELWHG� ¿YH� VROR� VKRZV� DW� WKH� YHQXH� VLQFH�
1987.  She has also taken part in a number of 
group exhibitions, most notably “Seduced by 
Art: Photography Past and Present” at the 
National Gallery in London. Elsewhere, Jones 
was Artist in Residence at the Hayward Gallery 
and Yaddo Artist’s Colony in 1997 and 2008 
respectively.  Her work can be found in many 
renowned collections worldwide, including 
the Saatchi Collection, Tate Gallery, the Goetz 
Collection, and Tishman Speyer Properties.  

Kali McMillan

All images copyright the artist. 
Courtesy of Maureen Paley, London

Analyst (Couch) (I), 2007, C-type Print, 122 x 122 cm
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Serpentine Gallery Pavilion 2o13

This year’s pavilion is designed by the 
multi-award winning architect Sou Fujimoto. Fu-
jimoto is already the fourth Japanese architect to 
IXO¿O� WKH� UROH� RI� GHVLJQLQJ� WKH� 6HUSHQWLQH¶V� VXP-
mer pavilion, following his predecessors Toyo Ito 
in 2002, and Kazuyo Sejima in partnership with 
Ryue Nishizawa in 2009. Aged only 41, he is the 
youngest architect ever to design the annual pa-
vilion (noticeably, young and thriving minds seem 
particularly `en vogue` in 2013; after Massi-
miliano Gioni, who holds the honour of being the 
youngest artistic director to curate this year`s Ven-
ice Biennale, Sou Fujimoto is in appropriate com-
pany). To date, Fujimoto has had a soaring career: 
little more than ten years ago, in the year 2000, 
he founded his own company, `Sou Fujimoto Ar-
chitects` and instantly began to receive awards, 
some of which he has won as many as three times 
in a row. Owing to the fact that he is architecture’s 
man of the hour, and since it appears that at pres-
ent there is no other architect as gifted as Sou Fu-
jimoto, it is unsurprising that he has been invited 
to design the pavilion at the Serpentine Gallery.

Fujimoto`s artistic aim is to reshape our ex-
perience as well as understanding of the relation-
ship between architectural spaces and their imme-
diate surroundings; either natural or man-made.

He often achieves this by designing or-
ganic forms, which are intended to be famil-
iar, as they imitate our natural environment.
Moreover, Fujimoto aims for a playful and almost 
therapeutic interaction between the user and the 
space, which seems to highlight his belief that archi-
tecture has the ability to drastically improve our lives.

The Serpentine Gallery is a unique insti-
tution where art can be encountered in relation to 
nature, and as such acts as the ideal location for Fu-
MLPRWR� WR��SRWHQWLDOO\�� UHDOL]H�KLV�PRVW�VLJQL¿FDQW�
project to date outside of Japan, whilst simultane-
ously introducing his refreshing concepts around 
how the buildings of the future may be approached.

The thirteenth pavilion of the Serpen-
tine Gallery is made up of a series of interlocking 
steel poles and glass plates, creating a light and 
transparent appearance. Thus, the building is see-
through and one is able to perceive the natural en-
vironment in the backdrop, through the structure. 
Sou Fujimoto`s notion with his pavilion design 
seems to have been to create an alliance between 
traditional Japanese and modern architecture 
(many architects have tried and failed to balance 
WKLV� WHQVLRQ�¿OOHG� UHODWLRQVKLS��� 6WD\LQJ� WUXH� DQG�
consistent with tradition, his ideal lies in `empti-
ness` and the concept of allowing the external into 
the internal (traditionally, this is achieved through 
the use of sliding doors). Owing to a desire to dis-
solve the boundaries between interior and exteri-
or, Fujimoto pared down all the other architec-
tural components, leaving just the load-bearing 
structure of the building. As a result, the struc-
ture determines the overall design and vice versa.

Moreover, the structure is inspired 
by traditional timber constructions; howev-
er, whilst traditional architects would exclu-
sively make use of natural materials, such as 
bamboo and wood, Fujimoto opted for steel.
,W� LV�DW�WKLV�VSHFL¿F�SRLQW�WKDW�KH�SDUWV�ZLWK�WUDGL-
tion in favour of modernity: Seemingly, had he 
used wood, the pavilion would have become `one` 
with the organic terrain. Nevertheless, owing to the 
lightweight characteristics of steel and given the 
fact that the steel is also dyed white, the building 
appears cloud-like, rather than being reminiscent 
of an organic structure. Noticeably, the elements of 
clouds and summer pavilions in relation to Fujimo-
to`s structure seem to draw allusions to Cloud City 
by Tomás Saraceno, which was installed in the roof 
garden of the Metropolitan Museum in New York in 
2012. Similarly, the pavilion by Saraceno aimed to ex-
pand one`s experience of the natural environment.

On the other hand, unlike Cloud City, 
which only allowed in 15 visitors with timed tick-



ets, the Serpentine pavilion acts as a social loca-
tion and should not be encountered only in iso-
lation but also experienced in company. Hence, 
there is no need to rush through Fujimoto`s struc-
ture, and actually it encourages visitors to linger: 
Whilst a multitude of stepped terraces provide 
sitting spaces on the outside of the construc-
WLRQ�� LQWHUQDOO\� WKH� VSHFWDWRU�¿QGV�D� OLFHQVHG�EDU�
(for those of you who need to know), where one 
is able to sample an array of Japanese beverages.

Fujimoto proposes that his pavilion en-
courages people to explore the environment 
within a structure that is neither solely archi-
tectural, nor natural, but rather “a new form 
of environment”. As such, the building allows 
the spectator to experience and create new re-
lationships with nature through architecture.
Ultimately, Sou Fujimoto’s pavilion design for the 
Serpentine truly is a place where people are able to 
interact with one another,whilst experiencing and 
enjoying architecture in its purest form.

Sou Fujimoto’s pavilion at the Serpentine Gallery 
is on view until the 20th of October 2013. For fur-
ther information:   www.serpentinegallery.org

Philipp Zollinger  Image Courtesy of The Serpentine Gallery, London

Serpentine Gallery Pavilion 2013



Peter Fraser has established himself and 
set himself apart by embracing the poetic 
possibilities of colour photography.  He has 
produced an exceptional body of work mostly 
looking at everyday objects and ordinary things.  
In describing the driving force behind his 
practice, Fraser remarks: “It is about a constant 
desire to touch a notion of the sublime”. 
The sublime is a very abstract concept that 
Fraser seems to effortlessly materialise in his 
photographs.

Fraser’s body of work and unique 
investigation of the ordinary is even more 
remarkable and valuable in our time, an age of 
the democratisation of photography.  The age of 
the iPhone and Facebook, where technological 
progress makes it almost impossible not to take 
photographs of our immediate surrounding 
and experiences.  Yet no Facebook page offers 
much of an insight into our world. It is the 
opposite, and the overload of snapshots seems 
to desensitize us, giving us a false sense of 
familiarity that stops us from really seeing and 
questioning our surroundings.  Reflecting on 
the present everyday use of photography Fraser 
remarks: “I feel we live in very interesting 
times and particularly for photography. The 
democratisation of the medium through digital 
photography means that millions, tens of 
millions of photographs are made every day and 
are added to the total number of photos made.  
But certain art works from the past, the works 
that are considered great, will always have some 
quality of somehow involving the viewer and 

making them aware that they are a physical 
conscious entity, with mortality.  A great work 
will always come back to that and nothing is 
going to change that.  I believe that soon enough 
the wheel will turn full circle and our enjoyment 
of art and the creative process will come again 
from a respect to dedication.” 

And Fraser certainly knows about 
dedication, with a career of thirty years. 
R e f l e c t i n g  o n  h i s  o w n  e x p e r i e n c e  a n d 
evolution in his work Fraser notes: “The more 
professional you become as a photographer 
the more self-disciplined you have to be about 
making the time to make work. There are 
always many other things to do, such as public 
speaking, writing, travelling. I dedicate blocks of 
time to my work, I am going to the Lake District 
this weekend and I go to the Swiss Alps for 
two weeks in June to work on my new project, 
which will be an homage to the importance of 
mathematics.”  He also remarks that: “With 
experience my editing has become much faster 
and much more certain. The more complex and 
challenging your work becomes, as will be my 
new project, the better one has to be at editing.” 

In 1983, Fraser worked on a pivotal 
project, Twelve Day Journey.  He took twelve 

Interview with 

Peter Fraser 

[Untitled] 12 Day Journey, 1984 
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above [Untitled], Lost For Words, 2010
below,[Untitled], Lost For Words. 2012



days off, taking himself away from his daily 
routine, and travelled around taking pictures 
all day without interruption.  Commenting 
on a photograph depicting a row of a dozen 
seemingly ordered mugs, Fraser observes: 
“This photograph was made in a youth hostel.  
The work is really about the two mugs that are 
facing on the opposite direction.  That was a bit 
of a gift to me”.  Submitting his environment to 
minute scrutiny, and demonstrating an unusual 
sensitivity to his immediate surroundings, 
Fraser reveals unexpected beauty and narrative.  

Interestingly, some of the works in 
this series were shown alongside the works of 
American photographer William Eggleston, who 
KDV�KDG�D�VLJQL¿FDQW�LQÀXHQFH�RQ�)UDVHU���)UDVHU�
recalls: “William Eggleston was the person I 
respected and feared the most in the world, and 
for that reason I knew that I had to confront 
these emotions so I approached him and spent 
six to eight weeks working with him in America. 
Eggleston is a character and one of the few 
geniuses in photography, and I would not use 
this term lightly. The single most important 
things I learnt from working with him was that 
it was possible to spend your whole life doing 
colour photography.”

Bringing everyday objects to a new 
poetic life, Fraser does not solely contemplate 
these objects, but makes them the starting 
point of a journey, the key to a story not only 
of their time but also of our own making, 
opening doorways to our imagination.  He often 
uses saturated and luminous colours that are 
generous and become in themselves a kind of 
gift to the viewer.  Marvellous and ethereal, the 
subjects of his work can sometime become the 
riches of our own imaginary treasure hunt.

Br ing ing  ob jec ts  in to  the  fore ,  I 
wondered what  is  Fraser ’s  posit ion  on 
anthropomorphism;  i s  he  d ismayed  or 

fascinated by it?  Evoking his body of work Deep 
Blue, Fraser remarks:  “I am not so interested 
in anthropomorphism which equates with a 
physical resemblance between objects and 
human.  In Deep Blue my proposition was that 
I was making portraits of machines rather than 
photographing a machine.”  In the ‘portraits’ of 
Deep Blue, Fraser was celebrating the machines 
for their own characteristics, materiality, 
vitality, and presence.  He continued:  “In 1997, 
IBM created a machine that defeated a world 
chess champion and therefore spoke about 
recognising the first signs of consciousness.  
At this time I became interested in the idea 
of sentient machines.  Also in ‘2001: A Space 
Odyssey’  by Stanley Kubrick,  there is  a 
scene where the computer HAL can hear the 
protagonists plot, and it ends up killing one 
of them. When I saw that scene I was not in 
disbelief.  It seemed very possible to me that it 
could happen.”

With this work, Fraser is reflecting on, 
and enacting, our deeply bifold relationship with 
technology, our attraction to it and our fears 
of it.  This push and pull dynamic underlies 
innovation and suggests a kind of post-modern 
conception of Mary Shelley’s Frankenstein.  
Far from recounting the banality of machine 
usage and function, Fraser draws on a variety 
RI�LQÀXHQFHV��DQG�RQ�GHHSO\�HPEHGGHG�KXPDQ�
dreams, doubts and inventions to bring the 
uniqueness, singularity and dormant potential 
of each mechanical object to the fore.  What 
could be overlooked as the dry and inanimate 
world of mechanical objects, under his lens, 
takes on notes of magic and wonder. The works 
are imbued with, and entice nothing less, than a 
fascination for the machine.  

Later in 2008, Fotogallery, Cardiff, 
commissioned Fraser to undertake a new body 
of work, this time in Wales. Returning to Wales 
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All images FRS\ULJKW Peter Fraser, courtesy of 
Brancolini Grimald

after twenty years, his views of the country had 
changed. With this work Fraser developed a 
new connection with Welsh culture, a culture 
he feels is rooted in a kind of communal history 
and way of life.  He says: “When I left Wales 
I was struck by the lack of ambition amongst 
Welsh people and revisiting this I developed a 
new understanding of my country.  It is a poor 
country and in this context people develop a 
particular kind of poetry in their life, a way 
of living that is rich and full.” The title of the 
series “Lost for Words” echoes Fraser new 
found fascination and curiosity for his country.  
Taking photos across Welsh society, imbuing 
his work with narratives of class and labour, 
Fraser remarks: “I was particularly interested 
in beautiful wealthy country houses, I wanted 
to go into these houses and look at the owner’s 
life, their lifestyle is opulent yet it is supported 
by ordinary people.  I wanted to take photos in 
both environments, beautiful rich houses and 
PRGHVW�DQG�RUGLQDU\�KRPHV�´��2̆HULQJ�LQWXLWLYH�
images of intimate spaces anchored in Welsh 
culture, zooming in on quotidian bric-a-brac, 
Fraser opens up a world within a world.  Fraser 
finds the universal in the particular and the 
particular in the universal. 

Talking about his interest in other 
artists, Fraser mentions Cy Twombly and 
Anselm Kiefer but otherwise seems focused on 
finding inspiration in unexpected places and 
everyday life.  With a precise and intense gaze, 
Fraser invites us to a certain kind of meditation 
or reverie.  He finds beauty in the ordinary, 
unveiling meaning and narrative for which he 
opens the door but leaves us the key. 

Including works from across thirty 
years of Fraser’s career, the enigma, pull, and 
strange and delicate beauty of Fraser’s works 
were honoured in his recent retrospective at 
Tate St Ives.  Fraser explains that the show 
was really a two year collaborative process 
with the director and curator Martin Clark. 

Fraser comments: “The show and the book 
exceeded my expectations.  It was wonderful 
to work with Martin, we worked extremely 
closely in choosing the works for the show. It 
was very hands on and this retrospective came 
from an extremely close involvement”. Fraser 
is currently working on a new project that he 
seems very excited about, and says will be an 
homage to the importance of mathematics. We 
surely look forward to discovering more of his 
ethereal, enigmatic and fascinating insights and 
views into our world.

Valerie Genty
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In an attempt to validate the lasting 
importance of Old Master paintings on the ever-
evolving contemporary art world, the National 
Gallery in London hosts an artist every two 
years to create a body of work inspired by its 
permanent collection of pre-1900 paintings.  
For the latest exhibition installment of this 
program, an eight-foot sculpture of Saint 
Apollonia has moved beyond her 16th century 
Cranach canvas to welcome audiences to 
Michael Landy’s show Saints Alive.  Apollonia 
and her fellow saints and martyrs appear time 
and again in the canvases that line the walls of 
the gallery, but her life and story, once common 
NQRZOHGJH�DQG�D�VLJQL¿FDQW�H[DPSOH�RI�UHOLJLRXV�
deference, have laid dormant in history books 
and wall panels for some time now.   

For this show, Landy has resuscitated 
her into an interactive sculpture, inviting 
audiences to press a button that allows her to 
carry out her signature task of torture by pulling 
out her teeth with a pair of pliers.  Working 
between horror and humor, the sculptures are 
importantly  intended to revitalize both the 
artworks and audiences that grace the halls of 
the gallery.      

The National Gallery is a characterized 
by its quiet, serene atmosphere – a mausoleum 
built to memorialize and pay respect to the 

masters and works of an often forgotten past.   
As a Rootstein Hopkins Associate Artist, Landy 
has joined the ranks of many contemporary 
artists invited to the gallery for a two-year 
residency to revitalize the stagnant collection 
of pre-1900 painting.  Like Ron Mueck, Peter 
Blake, Paula Rego, and others invited for the 
residency designed to blend contemporary and 
pre-modern art, Landy observed paintings from 
the gallery to inspire his project.  

Never trained as a painter himself, he 
began by making drawings and collages of 
figures in Medieval and Renaissance works.  
He later took fragments of the figures that he 
used in his collages to create Frankenstein-like 
amalgamations of plaster body sculptures and 
mechanical material – discarded machines parts 
that he converted into working instruments.  
Documentation of his experience and process 
can be viewed in a video at the side of the 
exhibition, but the viewers themselves can 
witness the machines in action as they sputter 
and clang in sporadic movement. 

On the surface, this project may seem 
atypical for Landy’s practice.  Associated with 
the Young British Artists and a graduate from 
Goldsmith’s College, he is publically known best 
for his 2001 performance Break Down, in which 
he methodically recorded and subsequently 
destroyed everything he owned.  His work often 
comments on the commodification of art and 
consumerist society, but it is also rooted in 
the notion of destruction, the questioning of 
values, and the power of recontextualization, 
each of which play a vital role in the Saints Alive 
project.  

Landy highlights the self-destructive 
quality of saints and martyrs.  Apart from 
Apollonia, Francis hits himself in the face 
with a crucifix when a viewer slips money into 
the collection box attached to his bust while 
Jerome strikes his chest with a rock, which was 
historically supposed to suppress his thinking 
about sexual desires.  Likewise Thomas is poked 
continuously in the side by an unattached hand 

 Saints Alive
at The National Gallery
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in the spot where Christ was struck while on 
the cross, and a sculpture of combined saints 
is overshadowed by an axe, a sort of Sword of 
Damocles, that may or may not crack into the 
¿JXUH¶V�KHDG�ZKHQ�VZLWFKHG�RQ��

7KRXJK � L QKH U HQ W O \ � V H U L RX V � � W K H�
sculptures have a purposely humorous and 
FDUQLYDOHVTXH� TXDOLW\�� �:LWK� WLWOHV� VXFK� DV�
Spin the Saint Catherine Wheel and Win 
the Crown of Martyrdom and Saint Francis 
Lucky Dip��/DQG\�EOHQGV�WKH�¿QH�DUW�H[KLELWLRQ�
with a carnival fun house, where the viewer 
KDV�WR�SDUWLFLSDWH�WR�JDLQ�VRPHWKLQJ�IURP�WKH�
H[SHULHQFH�� �(DFK� VFXOSWXUH�KDV�D� ODUJH� UHG�
button for the viewer to push when he or she 
ZDQWV�WR�EULQJ�LW�WR�OLIH���

:LWK� WKH�Saint Francis Lucky Dip, a 
crane reminiscent of a childhood candy crane 
PDFKLQH� UHDFKHV� WKURXJK� WKH�KHDGOHVV�KROH�
EHWZHHQ�6DLQW�)UDQFLV¶�VKRXOGHUV�WR�UHWULHYH�D�
W�VKLUW�IURP�LQVLGH�KLV�ERG\��WKRXJK��PRUH�RIWHQ�
WKDQ�QRW��WKH�PDFKLQH�HPHUJHV�HPSW\�KDQGHG���
7KH�SURVSHFW�RI�ZLQQLQJ�D�SUL]H�DW�WKH�SXVK�RI�D�
EXWWRQ�LQ�FRQMXQFWLRQ�ZLWK�)UDQFLV¶�UHQXQFLDWLRQ�
RI�DOO�RI�KLV�³ZRUOGO\�JRRGV´�EULQJV� LQ� OD\HUHG�
elements of social and cultural criticism in a fun 
DQG�DLU\�WRQH���

'HVSLWH�WKHLU�PRQXPHQWDO�VL]H�DQG�WKH�
DSSDUHQW�PHFKDQLFV�RI� WKH� ILJXUHV�� WKH�VDLQWV�
possess an undeniable spark of life that rests 
deeper than the disjointed movements of the 
DUPV�DQG�FRJV�ZKHQ�WKH\�DUH�VZLWFKHG�RQ�E\�
WKH�DXGLHQFH�� �7KRXJK�VOLJKWO\�KXPRURXV� WR�
ZDWFK��WKH�VRXQG�RI�WKH�PDFKLQHV�ZKLUULQJ�DQG�
UHSHWLWLYH� VWULNHV�RI� -HURPH¶V� URFN� UHVRQDWH�
WKURXJKRXW�WKH�URRPV��NHHSLQJ�WKH�DXGLHQFH¶V�
senses immediately and consistently tuned 
LQ�� � � �8SRQ�HQWHULQJ�WKH�ILUVW�URRP�RI�FROODJHV�
DQG�KHDULQJ�WKH�VRXQGV�XQFKDUDFWHULVWLF�IRU�WKH�
WUDGLWLRQDO�JDOOHU\�VSDFH�� WKH� OLYHOLQHVV�RI� WKH�
VFXOSWXUHV�KDV�D�JUHDWHU�LPSDFW���

$OWKRXJK� WKH� H[SHULHQFH� IRU� YLVLWRUV�
WRGD\�ZDV�KLQGHUHG� VOLJKWO\� E\� D� WHFKQLFDO�
malfunction with the Saint Apollonia work, 
WKH�VKRZ�DV�D�ZKROH� LV� VXFFHVVIXO� LQ�PDNLQJ�

its audiences into active participants rather 
than passive observers, a direct link to the 
kinetic art of the 1960s and 1970s that Landy 
GUHZ�UHIHUHQFH�IURP���7KH�DQLPDWLRQ�DQG�QRLVH�
HUXSWLQJ�IURP�WKH�VFXOSWXUHV�FRQWUDVWV�ZLWK�WKH�
VLOHQFH�DQG�VWLOOQHVV�WKDW�W\SL¿HV�WKH�UHVW�RI�WKH�
1DWLRQDO�*DOOHU\�� �$IWHU�SOD\LQJ�D�UROH� LQ� WKH�
UHDZDNHQLQJ�RI� WKH� ILJXUHV� LQ� WKH�VFXOSWXUHV��
audiences are invited on a journey to find the 
VRXUFH�SDLQWLQJV�IRU�WKH�VDLQWV���,W¶V�WKH�YLHZHU¶V�
WXUQ�WR�VWHS�ULJKW�XS�WR�SDUWLFLSDWH�LQ�WKH�DUW�DQG�
ZLQ�WKH�FKDQFH�WR�EULQJ�WKH� LQGLYLGXDO�VDLQWV��
WKH�DXGLHQFH��DQG�WKH�JDOOHU\�LWVHOI�EDFN�WR�OLIH�

Amy Bower
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Haroon Mirza at
Lisson Gallery

Since the late 1960s, London’s Lisson Gallery 
has had a history of representing and showing 
DUWLVWV�ZKRVH�ZRUN�FUHDWHV�DQG�¿WV�D�ZLGHU�VRFLDO�
and intellectual context.  In keeping with this 
tradition, Lisson Gallery is displaying  British 
artist (and DJ) Haroon Mirza’s second solo ex-
hibition at its Bell Street gallery.  Mirza’s body 
RI�ZRUN� DLPV� DW� TXHVWLRQLQJ�ZKDW� GH¿QHV�PX-
sic as an art form.  He does so by integrating 
sound equipment with found objects in an at-
tempt to blur the lines between music and noise.

Mirza’s current exhibition at Lis-
son Gallery, entitled /o/o/o/o/, is a series 
RI� IRXU� GL̆HUHQW� LQVWDOODWLRQV�� � (DFK� RI� WKHVH�
works occupies its own space within the gal-
lery.  Sound is the major focus of this show, 
and he deploys various clicks, lights and tech-
nical glitches in order to create a surpris-
ing and captivating experience for viewers.

7KH� ¿UVW� LQWHUHVWLQJ� IDFW� WR� QRWH� DERXW�
the exhibition is that the viewer is led in  thor-
ough the side entrance rather than the main Bell 
6WUHHW� RQH�� � 7KH� ¿UVW� � ODUJH� VSDFH� LV� GHGLFDWHG�
to the only soundless work of the exhibition, 
called Untitled (2013).  This work consists of a 
very minimal light sculpture made up of green 
DQG�EOXH�/('V�DHVWKHWLFDOO\�URRWHG�LQ�0LQLPDO-
ism, echoing the work of Dan Flavin.  The sound 
emanating from the adjoining room immedi-

ately draws the viewer into the main space of 
the gallery.  In Sitting in a Room (2013), Mirza 
combines elements of sound, video, and found 
REMHFWV���)LYH�WXUQWDEOHV�DUH�VHW�XS�ZLWK�DPSOL¿-
ers connected to them.  One of these turntables 
VSLQV� D� WULDQJXODU� VKDUG�RI�ZRRG�ZLWK� DQ�/('�
light bulb, while the others spin records with 
various pieces of tape or coins attached to them.  
The self-propelling needle mechanisms create 
OR�¿�V\QFRSDWHG�EHDWV�DQG�UK\WKPV���6HW�DFURVV�
from the quintet of turntables (but still part of 
the same work) is a video piece displayed on a 
ÀDW�VFUHHQ�PRQLWRU����VKRZLQJ�D�ODSWRS�UXQQLQJ�
music editing software repeating the phrases 
“Rhythm articulated by speech” and “Speech is 
destroyed”.  These phrases are then edited and 
‘remixed’.  As a whole, Sitting in a Room creates 
the underlying theme that will carry on through-
out the show, which involves the use of the 
digital and the analogue to create sounds that 
feel very contemporary and perhaps futuristic.

(FKRLQJ� WKURXJKRXW� WKH� HQWLUH� GRZQ-
stairs  space is Pavilion for Optimisation (2013).  
This installation, built with the help of Haroon’s 
architect brother, Omar Mirza, is presented in 
D�FORVHG�R̆�URRP�LQ�ZKLFK�RQO\�RQH�YLVLWRU�PD\�
enter at a time.  Inside this room is a long diag-
RQDO�/('�VWULS�DWWDFKHG�WR�WKH�ZDOO���7KLV�HPLWV�
a burst of light accompanying a loud sound of 
ÀRZLQJ�ZDWHU���$V�WKH�OLJKW�VORZO\�IDGHV��OHDYLQJ�
the room dark, a sense of disorientation kicks in. 
7KH�PRVW� FXQQLQJ�RI� YLVLWRUV�ZLOO�¿QG� WKDW� WKH�
noise is coming from a microphone hooked up to 
a shower-head at the far end of the gallery.  With 
this piece, Mirza aimed to create the antithesis of 

Adam, Eve, Others and a UFO (installation view), 2013
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his echo-less chamber, The National Pavilion of 
Then and Now, his work from the 54th Venice Bi-
ennale, which earned him the Silver Lion award.

Perhaps the most exciting and engaging 
work of the exhibition is presented in the upstairs 
portion of the Lisson.  Adam, Eve, others and 
a UFO (2013) is a separate room consisting of 
eight speakers arranged in a circle and anechoic 
foam covering the walls. The carpeted room is 
reminiscent of the images of a sound booth at 
a recording studio.  The wires running from the 
speakers lead to a peculiar setup in the center of 
the circuit (apparently called a UFO circuit) with 
WLQ\�/('V���7KHVH�VSHDNHUV�EHJLQ�WR�SOD\�VQDSV�
and clicks, which sound like speaker malfunc-
tions or circuit shortages, in a very surround 
sound-like manner.  Upon further inspection 
WKH�VPDOO�/('V�OLJKW�XS�ZLWK�WKHLU�FRUUHVSRQG-
ing speakers.  Slowly, these noises begin to form 
D�UK\WKP�XQWLO�D�FOHDUO\�GH¿QHG�EHDW�LV�DFKLHYHG���
This piece explores the common theme of this 
exhibition and Mirza’s body of work as a whole, 
which deals with the question of when noise be-
comes music.  This piece in particular is, in a 
way, much more accessible than the other works 
in the  show, as it invites the viewer to watch 
and listen to the progression, creating a sense of 
surprise at what noise or beat might come next. 

Another aspect of this exhibition comes 
from outside the gallery walls.  Mirza has cre-
ated an online remix project at o-o-o-o.co.uk.  
2̇FLDO� FROODERUDWLRQV� FRPH� IURP� 'DYH� �DND�
Jellyman) from British art rock/neo-psyche-
delia band Django Django and British post-in-
dustrial band Factory Floor.  Mirza provides 
various samples, and users have the option 
of uploading their own remixes of these sam-
ples via the music uploading site, SoundCloud.

On a visual level, Mirza’s work embrac-
es  the minimal, vintage and analogue, while the 
sounds that emitted by the physical objects em-
phasize that he works in a digital world.  In a cul-
ture dominated by over-produced and over-fa-
miliar music, it is refreshing to see an artist step 
back to reexamine and reinterpret noise-as-mu-
sic and music-as-art.  Through his immersive 
and exciting environments inside the gallery 
space and his collaborative project online, Ha-
roon Mirza has created an accessible body of 
work in the realm of music and installation art.

-H̆UH\�+XUZLW]

All images courtesy of Lisson Gallery, London

Pavilion for Optimisation (installation view), 2013
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 Cornelia Parker at 
Frith Street Gallery

Cornelia Parker, Unsettled, 2012-2013, wood found on the streets of 
Jerusalem, wire, dimensions variable

It has been said that Cornelia Park-
er no longer creates but collects, co-ordinates 
DQG� FRQ¿JXUHV�� 2Q� YLHZLQJ� KHU� QHZ� H[KLEL-
WLRQ� DW� WKH� )ULWK� *DOOHU\�� KRZHYHU�� LW� LV� FOHDU�
WKLV� YLHZ� LV� VRPHZKDW� GDWHG�� ,Q� VWDUN� FRQWUDVW�
WR� WKLV� DUJXPHQW�� WKLV� VKRZ� LUUHIXWDEO\� VKRZ-
FDVHV� 3DUNHU¶V� DELOLW\� WR� FUHDWH� DQG� UH�FUHDWH���

7KLV� VPDOO� PRQRJUDSKLF� H[KLELWLRQ�
VKRZFDVHV� QRW� RQO\� LQVWDOODWLRQV�� IRU� ZKLFK�
3DUNHU� LV� PRVW� IDPHG�� EXW� DOVR� GLVSOD\V� VFXOS-
WXUDO� DQG� SKRWRJUDSKLF� ZRUNV�� ZKLFK� GHPRQ-
VWUDWHV� KHU� GLYHUVLW\� DQG� LQWHUHVW� LQ� WKH� FRQ-
WLQXRXV� H[SORUDWLRQ� RI� DUWLVWLF� PHGLXPV�

8SRQ� HQWHULQJ� WKH� VSDFH�� LW� LV� LPPHGL-
DWHO\� FOHDU� WKDW� WKH� HQHUJ\�� WRQH� DQG� DHVWKHWLF� RI�
WKLV� VKRZ� LV� GUDPDWLFDOO\� GL̆HUHQW� IURP� WKH� DUW-
LVW¶V� RWKHU�PDMRU�ZRUNV�� � )RU� H[DPSOH�� WDNH�Cold 
Dark Matter: An Exploded View�� ������ D�PHWLF-
XORXV� DQG� FRORVVDO� H[SRVp�RI� HQHUJ\� DQG�PRWLRQ��
DOO� VXVSHQGHG� DV� LI� WLPH� KDV� IUR]HQ� WKLV�PRPHQW�
± DQG� HYHU\WKLQJ� ZLWKLQ� LW� ±� UDWKHU� SHUIHFWO\�
:KHUHDV�� ZKHQ� HQWHULQJ� )ULWK� 6WUHHW�� \RX� DUH�
QRW� FRQIURQWHG� E\� EXW� LQWURGXFHG� WR� Unset-
tled�� ������ DQ� XQGHUVWDWHG� FROOHFWLRQ� RI� ZRRGHQ�
SODQNV�� XQDVVXPLQJO\� OHDQLQJ� DJDLQVW� WKH� ZDOO���
,W� LV� RQO\� RQ� FORVHU� LQVSHFWLRQ� WKDW� LW� EHFRPHV�
DSSDUHQW� WKDW� WKHVH� SLHFHV� RI� ZRRG� DUH� QRW� VLP-
SO\� OHDQLQJ� RQ�ÀRRU� RU�ZDOO�� EXW� UDWKHU� VXVSHQG-
HG�� � $QG� LW� LV� KHUH� WKDW� WKH� DUWLVW� WDNHV� WKH� RS-
SRUWXQLW\� WR� UHPLQG� XV� RI� ZKHUH� ZH� DUH�� ZLWK� D�
VLPSOH� QRG� WR� WKLV� FODVVLF� PRWLI� RI� KHUV�� ZKLOVW�
FRQ¿UPLQJ� WKDW� WKLV� LV� VRPHWKLQJ� HQWLUHO\� QHZ�

7KLV� SURPLQHQW� ¿UVW� SLHFH� LV� UHSUHVHQWD-
WLYH� RI� WKH� UHVW� RI� WKH� VKRZ�� QRW� KRZHYHU� GXH� WR�
WKH� IDPLOLDU� KDQJLQJ� RI� WKH� ZRUN�� EXW� LQ� DQ� XQ-
OLNHO\� WZLVW�� WKURXJK� WKH� WKHPH� RI� WKH� VWUHHW�� WKH�
XUEDQ� HQYLURQPHQW�� � +DYLQJ� JURZQ�XS� LQ� UXUDO�
KDELWDWV�� LW� LV� 3DUNHU¶V� ODWH� H[SRVXUH� WR� WKH� XU-
EDQ� HQYLURQPHQW� WKDW� HQDEOHV� ERWK� KHU� IDVFLQD-
WLRQ� ZLWK� LW�� DQG� WKH� VKRZ¶V� XQGHUSLQQLQJ� FXU-
UHQW�� 3DUNHU¶V� YDQWDJH� SRLQW� DV� DQ� µRXWVLGHU¶� LV�
ZKDW�SUHVHQWV�KHU�ZLWK� WKH� DELOLW\� WR� VHH� WKH�XQ-
IDPLOLDU� LQ�ZKDW�ZH� WDNH� WR� EH� TXLWH� VR� IDPLOLDU��
DQG� SXW�IRUZDUG� D� FRXQWHU�LQWXLWLYH� SHUVSHFWLYH�

$FURVV�WKH�ÀRRU�IURP�WKH�HQWUDQFH�OD\V�Pave-
ment Cracks (City of London)��������PLUURULQJ�Un-
settled¶V�LOOXVLRQ�RI�ÀRDWLQJ��:KHQ�DSSURDFKLQJ�WKLV�
VHFRQG�SLHFH��LW�LV�XQFOHDU�ZKDW�SDWWHUQ�3DUNHU�KDV�
ZHOGHG� WRJHWKHU�� DQG� RQO\� ZKHQ� VWDQGLQJ� RYHU� LW�
GRHV�WKH�SLHFH�UHYHDO�LWVHOI�WR�EH�RQH�RI�WKH�PRVW�FRP-
PRQO\�HQFRXQWHUHG�IRUPDWLRQV�±�SDYHPHQW�EORFNV�

$JDLQ�� LQ� Pavement Cracks (City of Lon-
don)�� 3DUNHU� KDV� LQWHQWLRQDOO\� XVHG� WKH� XQIDPLO-
LDU� WR� UHSUHVHQW� WKH� LQFUHGLEO\� IDPLOLDU�� E\� UHFUH-
DWLQJ� WKH� IRUPDWLRQ� RI� SDYHPHQW� VWRQHV� WKURXJK�
RXWOLQHV� DQG� FUDFNV�� 3DUNHU� LV� FOHYHUO\� GUDZLQJ�
DWWHQWLRQ� WR� WKH� YLHZHU¶V� DELOLW\� WR� VHH� DQG� QRW�
VHH�� LQ� WKH� YHU\� VDPH� JODQFH�� � ,Q� RWKHU�ZRUGV�� E\�
VXEYHUWLQJ� WKH� WUDGLWLRQDO�PHWKRG�RI�GHFRQVWUXFW-
LQJ�PHDQLQJ��&RUQHOLD�3DUNHU� LV� DEOH� WR�PDNH� WKH�
YLHZHU� VHH� ZKDW� LVQ¶W� WKHUH� �SDYHPHQW� VWRQHV��
DQG� GLVUHJDUG� ZKDW� LV� �SDYHPHQW� FUDFNV��� ZKLFK�
UHWXUQV� XV� WR� WKH� FRQWUDVW� RI� IDPLOLDU� DQG� XQID-
PLOLDU�� DV� WKH�SDYHPHQW� VWRQHV�SUH\�RQ�RXU� VHQVH�
RI� WKH� IDPLOLDU� DQG�PHPRU\�� ZKHUHDV�� WKH� FUDFNV�
UHSUHVHQW� VRPHWKLQJ� XQQRWLFHG� DQG� XQNQRZQ��

%\� KHU� RZQ� DGPLVVLRQ�� 3DUNHU� QRWHV� WKDW�
Pavement Cracks (City of London)�� LV� LQVSLUHG�
IURP�KHU�PHPRULHV�RI�JURZLQJ�XS�� �7KH�DUWLVW� UH-
PHPEHUV� D� WLPH�ZKHQ� WKH� SDYHPHQW� FUDFNV�ZHUH�
WKH�NH\� IRFXV�� DQG� WKH�EORFNV� WKHPVHOYHV�ZHUH� LU-
UHOHYDQW�� DQG� LW� LV� WKLV� FRXQWHU�LQWXLWLYH� PDQQHU�
RI� WKLQNLQJ� DQG� H[SUHVVLRQ� WKDW� VKH� LV� FKRRVLQJ�
WR� UHSOLFDWH�� LQ� RUGHU� WR� JHQHUDWH� WKH� VDPH� VHQ-
WLPHQW� LQ�DGXOWV�� �3DUNHU�QRWHV� WKDW� µFUDFNV� LQ� WKH�
SDYHPHQW� DUH� NLQG� RI� ZRUU\LQJ«WKHUH� LV� D� ORW� RI�
DQ[LHW\� WKDW� JHWV� ZHOGHG� LQWR� \RXU� SV\FKH� HDU-
O\� RQ� DQG� SDYHPHQW� FUDFNV� DUH� RQH� RI� WKRVH¶��



+HU� SHUVRQL¿FDWLRQ� RI� WKHVH� LQDQLPDWH� OLQHV� DV�
VRPHWKLQJ�FRQIURQWDWLRQDO�LV�QRW�RQO\�VROLGL¿HG�LQ�
KHU�RZQ�ZULWWHQ� H[SHULHQFH�� EXW� LV� VLPLODUO\� VXJ-
JHVWHG�E\�WKH�ZD\�LQ�ZKLFK�WKH�ZRUN�KDV�EHHQ�GLV-
SOD\HG��DV�DQ�REVWDFOH�WKH�YLHZHU�LV�IRUFHG�WR�QHJR-
WLDWH�DURXQG��+HU� UHQGHULQJ�RI� WKH� FUDFNV�DSSHDU�
DV�D�JULG�OLNH�IRUP��VHHPLQJO\�PLQLPDOLVW�LQ�QDWXUH�
DQG�WKLV�VW\OH�LV�HFKRHG�WRR�LQ�KHU�%XOOHW�'UDZLQJV�
VHULHV��ZKLFK�KDQJ�IRUPDOO\�DORQJ�WKH�JDOOHU\�ZDOO�

,Q�FRQWUDVW�D�VHULHV�RI�WZHOYH�EODFN�DQG�ZKLWH�
SKRWRJUDSKLF�ZRUNV�FRQIURQW�WKH�YLHZHU�SHUIRUP-
LQJ�DV�VPDOO�DEVWUDFW�SDLQWLQJV�� �+HU�Prison Wall 
Abstracts: A Man Escaped������������GHSLFWV�WKH�
SHULPHWHU� ZDOO� RI� 3HQWRQYLOOH� 3ULVRQ� LQ� /RQGRQ�
7KH�EURNHQ�VXUIDFH�RI�WKH�ZDOO�KDG�EHHQ�UHSDLUHG
ZLWK�ZKLWH�¿OOHU�FUHDWLQJ�JHVWXUDO�SDWWHUQV�WR�FRY-
HU� WKH� JDSV�� LQ� RSSRVLWLRQ� WR� WKH� ULJLG� JULG� OLNH�
EURQ]H�IRUPV�FDVW�LQ�KHU�VFXOSWXUDO�ZRUNV�� �3DUN-
HU�KHUH�EULQJV�WR�OLJKW�DQ�HOHPHQW�RI�FKDQFH��ZKDW�
WKH� FLW\� SURGXFHV� E\� DFFLGHQW�� $W� WKH� VDPH� WLPH�
VKH� SOD\V� ZLWK� WKH� QRWLRQ� RI� VRPHWKLQJ� RUGL-
QDU\� EHFRPLQJ� H[WUDRUGLQDU\�� DQG� LQ� FRQWUDVW� WR�
Pavement Cracks (City of London)�� VRPHWKLQJ�
IDPLOLDU�EHFRPLQJ�XQIDPLOLDU��7KH�ZDOO�LV�QRW�LP-
PHGLDWHO\� DSSDUHQW� DV� WKH� VXEMHFW� RI� KHU� ZRUN��
LW� LV�RQO\�RQFH�ZH�KDYH� UHDG� WKH� WLWOH� WKDW�ZH�DUH�
DEOH� WR� JDXJH� DQG� LQWHUSUHW� WKH� ZDOO�� 7KLV� SULQ-
FLSOH�RI�GXDOLW\� LQ�KHU�ZRUN�WKXV�EHFRPHV�DQ� LP-
SRUWDQW� WKHPH� WKDW� UXQV� WKURXJK� WKH� H[KLELWLRQ�

7KLQNLQJ� DERXW� WKH� VSDFH� RI� WKH� VKRZ�
WKHUH� DSSHDUV� DQ� LQWHUHVWLQJ� FRQWUDVW� EHWZHHQ�
WKH� WUDGLWLRQDO� 9LFWRULDQ� H[WHULRU� RI� )ULWK� 6WUHHW�
DQG� WKH� LQWHULRU�� ZLWK� LWV� KROORZHG� RXW� LQIUD-
VWUXFWXUH�,Q� D� VHQVH� WKH� SOD\IXO� GXDOLW\� EHWZHHQ�
WKH� H[SHFWHG� DQG� XQH[SHFWHG� LQ� 3DUNHU¶V� ZRUNV�
FRPHV� LQWR� SOD\� ZLWKLQ� WKH� JDOOHU\� VSDFH� LWVHOI�
7KH� H[SRVHG� ZDOOV� DQG� FRQFUHWH� ÀRRUV� DOPRVW�
PLUURU� DQG� DGKHUH� WR� WKH� ZRUNV�� WKH� IDoDGH� DQG�
LQWHULRU� RI� WKH� JDOOHU\� FRQWLQXHV� 3DUNHU¶V� OLW-
WOH� MRNH� ZLWK� RXU� H[SHFWDWLRQV�� XVLQJ� LW� DV� YH-
KLFOH� WR� FKDPSLRQ� WKH� ZRUN� DQG� LWV� DPELWLRQV��
KLFOH� WR� FKDPSLRQ� WKH� ZRUN� DQG� LWV� DPELWLRQV�

7KLV� VKRZ� IRFXVHV� RQ� 3DUNHU¶V� DELOLW\� WR�
UH�LQWHUSUHW�ERWK� WKH� IDPLOLDU�DQG�XQIDPLOLDU�XQ-
GHU�WKH�JXLVH�RI�WKH�FLW\�VWUHHW���8QOLNH�FULWLFV�ZKR�
SUHVHQW�3DUNHU�DV�VLPSO\�FR�RUGLQDWLQJ�DQG�FRQ¿J-
XULQJ��WKLV�H[KLELWLRQ�FOHDUO\�GHPRQVWUDWHV�KHU�FUH-
DWLYLW\�ZLWK�QHZ�WKHPHV��DQG�KHU�DVWXWH�H[SORUDWLRQ�
RI� D� PXOWLIDFHWHG� VHQVH� RI� VLPXOWDQHRXV� GXDOLW\��

&KORH�%DOOLQ

Images courtesy of the artist and 
Firth Street Gallery, London

Cornelia Parker, Pavement Cracks (City of London), 2012, Black 
painted bronze, 206x 152x 9 cm, Edition of 3



Anne Hardy at Maureen 
Paley

In Maureen Paley’s downstairs gallery, 
one familiar with Anne Hardy’s practice would 
be forgiven for being taken aback by the very 
real presence of a large wooden structure. Two 
of Hardy’s characteristically large photograph-
ic works (and one smaller work), in which one 
looks into a space of presumed chaotic human 
activity, occupy a wall each. These spaces, with-
in the photographic frame, appear to be in-be-
WZHHQ� SXUHO\� ¿FWLRQDO� RWKHUZRUOGO\� FRQVWUXF-
tions and something that might be happened 
upon. In Script, a wall made up of assembled 
R̆�FXW�ERDUGV�GLVSOD\V�VFULEEOHG�ZRUGV�LQ�FKDON�
and charcoal, with unravelled magnetic video-
tape hanging from above. In Notations, balloons 
and plastic objects are hung from the wall, a tree 
branch, and shelf by a contrastingly hectic yet 
strangely composed array of tape, string, and 
paper. 

Hardy makes these photographs in her 
studio, painstakingly constructing spaces with-
in the arena created by the ever-present cam-
era, and destroying the space once the image 
has been taken. The introduction therefore, of 
the actual space Fieldwork (materials) sharing 
the downstairs gallery, and the even larger Two 
Joined Fields¬-Field (/\) and Field (decagon) 
in the upstairs gallery, marks a major turning 
point in the artist’s practice. Hardy reveals that 
the agency of this solo-show is to open out the 
single perspective captured in the photograph, 
instead providing the parameters to explore the 
multiple relationships and perspectives between 
still images and experienced environments. 

It is only by crouching through a single 
raised piece of hardboard that one can enter 
Fieldwork (materials), a circular space adorned 
ZLWK� ZRQN\� VKHOYHV�� DFFXPXODWHG� R̆¤FXWV� RI�
carpet on wall-hooks, piles of wood with ex-
panded foam, sawdust, plastic bags and so forth, 
RQ� D� UHG� FDUSHW� ÀRRU��$ZNZDUGO\� FUDZOLQJ� RXW�
of the limitedly available breathing space, one 
re-confronts the photographic works with an 
altered perception. There are noticeable ma-
terial and aesthetic parallels from Fieldwork 
(materials) to Notations, but more than this; 
WKH� SKRWRJUDSK¶V� ÀDWQHVV� �DQG� VLPXOWDQHRXVO\�
the sculptural work’s three-dimensionality) be-

comes strikingly clear. This component is highly 
successful given Hardy’s choice of photographs 
for this show; many of her earlier works ex-
SORUH� WKUHH�GLPHQVLRQDO� VSDFHV�� EXW� WKHVH�ÀDW-
ter works open a dialogue with the physicality of 
the present sculptural object, recalling a kind of 
SHUYHUVH�*UHHQEHUJLDQ�³PHGLXP�VSHFL¿FLW\´��,Q�
seeing the backs of the constructed spaces, one 
can begin to imagine the reverse of the construc-
WLRQV�LQ�WKH�SKRWRJUDSKV��H[SRVLQJ�WKHLU�¿FWLRQ-
ality - a particularly potent consequence given 
Hardy’s interest in the literary space, particu-
larly in the enduring relevance of J.G. Ballard’s 
‘Concrete Island’. This in turn contributes to the 
ÀDW� LPDJHV� EHFRPLQJ�PRUH� DERXW�PDNLQJ� DQG�
their physical properties, and trying to imagine 
and unravel the idea of that space. How might 
one inhabit that space? How does this material 
feel? What function do these materials have in 
this space? 

The employment of leftover and re-used 
materials envelops Hardy’s work in presence 
through their accumulated histories: the boards, 
videotapes and text (leftover words from the ti-
tling process) in Script, the plastic and wood 
in Notations, the sawdust and carpet in Field-
work (materials). Contrary to the initial feeling 
of degradation and chaos, each object feels as 
WKRXJK� LW� KDV� EHHQ� LQGLYLGXDOO\� LGHQWL¿HG�� UH-
moved from its original context, and carefully 
SODFHG�LQWR�D�GL̆HUHQW�DUHQD��$V�VXFK��HDFK�RE-
ject has its primary functionality removed, and 
exists as an uncertain, in-between entity. Subse-
quently, Hardy’s spaces hover between the real 
and imagined, and feeling uneasy, we are unsure 
of their purpose. 

Moving upstairs, viewers are confront-
ed by the exterior of a large plasterboard, MDF 
and wood construction, with building measure-
ment notes and areas of pre-pasted wallpaper 
in evidence. This is a space within a space, the 
FRQVWUXFWLRQ� QHDWO\� ¿WWLQJ� WKH� XSSHU�JDOOHU\¶V�
walls and distinctive low lighting-tracks. In ex-
ploring the exterior one discovers an entrance 
in the form of tightly hinged push-doors which 
creak awkwardly as you enter. Strongly con-
trasting the brightly lit white-cube exterior, one 
encounters dark blue walls scored with traces 

��



RI�SDVW�XVH��H[SDQGHG�IRDP�¿OOLQJ�FUHYLFHV��DQG�
geometric drawings in chalk mapping out some 
unknown formulas or plans. Sections of stitched 
together blue carpets - some more heavily worn 
than others - are adorned with concrete casts of 
shapes or ‘tools’, lined up and interlocking in 
formations one imagines must relate to the wall 
drawings. These materials are also in-between 
states. These seemingly functional objects (two 
with blue rope attached as if they can be lifted 
and used) are bereft of functionality in their me-
dium and context. 

A modest Polaroid, &RQ¿JXUDWLRQ, 
occupies a wall facing the large construction, 
capturing a detail of an object in the decagonal 
space that you just explored. Uncertainty grips 
again. Despite its subtlety, this is not the same 
FRQ¿JXUDWLRQ�RI�WKH�LQWHULRU�\RX�MXVW�ZLWQHVVHG��
Which is true? Or better still, are either of these 
spaces factual? Or in a wider sense, how do we 
GH¿QH�anything in the world? Again, one might 
LPDJLQH�+DUG\¶V� VSDFHV� LQ� FRQVWDQW�ÀX[�� WKHVH�
PDWHULDOV� DUH� RUJDQLVHG� DQG� UH¤RUJDQLVHG��
used and re-used, as tools for an unknown 
and mysterious purpose. The uniqueness 
DQG� LPPHGLDF\� RI� WKH� 3RODURLG� UHÀHFWV� WKHVH�
elements beautifully, exposing its own (and 
WKH� VWUXFWXUH¶V�� ÀXFWXDWLRQ� DQG� G\QDPLVP�� LQ�
juxtaposition with the labour-intensive process 
DQG�¿QDOLW\�RI�WKH�ODUJH�SKRWRJUDSKV�GRZQVWDLUV��

During the making of Hardy’s larger 
photographs the Polaroid plays an important, 
yet unseen role in experimental framing and 
recording. Its presence here as an exhibited 
work contributes to the gradual public revealing 
of her studio practice. Furthermore, the whole 
exhibition has become Hardy’s temporary 
studio, in building and using the space prior 
and during the exhibition, as a tool for continual 
art making. Contrasting the comparatively 
static photographic works, Hardy’s sculptural 
HQYLURQPHQWV� DUH� PRGL¿HG� DQG� XWLOLVHG� LQ� D�
FRQWLQXDO�PDNLQJ�SURFHVV��UHVLVWLQJ�¿QDOLW\�DQG�
remaining in an on-going state of uncertainty. 

Chris Sullivan
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Experiments with
Art & Music

5x, an ‘audio-visual performance’ created by composer Zyg-
munt Krauze and artists Henryk Morel, Cezary Szubartowski 
and Grzegorz Kowalski at the Foksal Gallery, Warsaw, 1966. 

Calvert 22, an East-London gallery spe-
cializing in the art of Russia and Eastern Europe, 
opened a new exhibition on the 26th of June ti-
tled Sounding The Body Electric: Experiments 
In Art And Music In Eastern Europe 1957–1984. 
This ambitious and complex show will occupy the 
gallery space for almost the whole summer, un-
til the 25th of August. Curated by David Crowley, 
an art-historian from the RCA, and Daniel Muzy-
czuk, the curator of the Polish pavilion at Venice 
Biennale 2013 and Museum Sztuki (Lodz, Poland), 
ZKHUH� WKLV� H[KLELWLRQ� ZDV� ¿UVW� VKRZQ� LQ� �����

The title underlines the subject matter, 
time and geographical frame - though even an ex-
perienced viewer might be confused by the kind of 
works that are on display. Major experiments with 
music and sound made in Eastern Europe between 
the 1960s and 1980s are relatively unknown in the 
UK. This created a certain challenge for the curators 
in terms of transferring the show from its original 
Polish venue, but may generate a healthy curiosity 
from the  British audience. The rigid censorship that 
existed in Soviet Union territories before the col-
lapse of the communist regime caused these exper-
imental pieces to be forgotten for several decades.

The aim of this exhibition is not only to 
show the link between visual art and experimental 
music, but also to raise questions as to why, partic-
ularly at this time, such experiments became pos-
sible and urgent. Was it because of technological 
progress? Or was it due to a temporary indulgence 
of the Soviet system from the mid-1950s to the 
late 1960s, which gave a hope for, if not truly free 
speech, at least free sound? Though the chosen art-
works do not explicitly express political and social 
concerns, the historical context of that moment is 
VR�SRZHUIXO�WKDW�LWV�LQÀXHQFH�FDQ�EH�KHDUG�DQG�UHDG�
even in the sequence of ‘random’ tones and words.

There are more than 30 works on display 
from Poland, Hungary, the former Czechoslova-
kia, and the USSR, including pieces by well-es-
tablished artists like Krzysztof Wodiczko, Komar 
& Melamid, and Fluxus member Milan Knizak. 
The gallery space was specially redesigned for this 
show (Calvert22 transforms itself for each new 
exhibition), and the traditional ‘white cube’ has 
been turned into a 1960s-style space with walls 
painted in pure red, yellow, blue and purple. The 
ORZHU� JURXQG� ÀRRU� KDV� EHHQ� DOWHUHG� WR� FUHDWH�
a separate ‘dark room’ for a video work by Dora 
Maurer, Andras Klausz and Zoltan Jeney (1980).

In terms of the media, the exhibition is un-
expectedly diverse: apart from the actual musical 
compositions there are vinyl records, photographs, 
collages, drawings, videos, objects and an installa-
tion. Such an approach suggests that artists’ prac-
tices went beyond just sound experiments, and also 
gives the exhibition a strong archival tone. There 
DUH�GRFXPHQWDWLRQV�RI�DOO�NLQGV��SKRWRV�DQG�¿OPV�RI�
artists making performances, printed music, origi-
nal vinyl records, booklets, and even a map which 
is both an object, and a part of a performance.

At the same time the show is both playful and 
VFLHQWL¿F��6RPH�SLHFHV�DUH�KXPRURXV�DQG�VDUFDVWLF�
such as the videos of performances Living Draw-
ing (1973/1983) and Tactile Drawing (1969/1983) 
by Milan Grygar, while others are serious and ac-
ademic like an archival video of a news report 
(1963) about the early activities of Experimental 
Studio for Polish Radio, an ambitious project made 
to explore new technologies in sound recording.

Interestingly, there are works that have 
a sentimental feeling, like the collages made by 
Katalin Ladik. Visually and conceptually they cor-
relate with the late collages made by German art-
ist Kurt Schwitters, whose retrospective could 
be recently seen at  Tate Britain. As a forced im-
migrant he was assembling bits and  pieces of his 
everyday life to capture the moment and save the 
memories of his new environment. Similarly, in 
the early 1970s Ladik, an artist from the genera-
tion after Schwitters, used the same techniques to 
create musical collages and visual poems on paper. 
She glued them together with extracts from wom-
en’s fashion magazines; they were the way of en-
tertaining and distracting oneself from the reality 
of mandatory bureaucracy and dictated ideology.
The idea of blurring the borders between the au-
ral and the visual and representing sound through 
scores or drawings (‘graphic music’) was revolution-
ary not only for a culture dominated by the conser-
vative Soviet approach as to what could be consider-



Image 1, Dora Mauer, Andras Klausz, Zoltan Jeney. Kalah, 
1980. Video (digital Tranfer), colour, sound, 10’�

courtesy of the artist
Image 2, courtesy of the Fokzal Gallery , Warsaw

Image 3, courtesy of Vitaly Komar

ed as music, but also for the international scene.
,W� UHÀHFWHG� WKH� JHQHUDO� VKLIW� LQ� DQDO\VLQJ�

DQG� XQGHUVWDQGLQJ� DUW�� WKH� LQWHUSUHWDWLRQ� RI� WKH�
SLHFH�ZDV�OHIW�WR�WKH�SHUFHLYHUV�DQG�LQYROYHG�WKHLU�
GLUHFW� SDUWLFLSDWLRQ�� 7KH� H[KLELWLRQ� VKRZV� KRZ�
WKLV� EHJDQ� LQ� (DVWHUQ� (XURSH� �� ZLWK� HVWDEOLVK�
LQJ�([SHULPHQWDO�6WXGLR�RI�3ROLVK�5DGLR� LQ�:DU�
VDZ� LQ� ������ ,W� FRUUHVSRQGHG� LQ� WLPH�ZLWK�D�QHZ�
DSSURDFK� WR�PXVLF� SURSRVHG� E\� -RKQ� &DJH�� DQG�
HYHQ� SUHGDWHG� WKH� FRQFHSW� RI� WKH� UHDGHU¶V� GRP�
LQDQFH� ODWHU� H[SORUHG� E\� 5RODQG� %DUWKHV� LQ� KLV�
IDPRXV� HVVD\� The Death of the Author� LQ� �����

Vitaly Komar & Alexander Melamid, installation of Music 
Writing: Passport (from the Codes series), 1976, courtesy of 
Vitaly Komar

7R�VXP�XS��WKH�VKRZ�DWWHPSWV�WR�UHYHDO�WKH�
PRVW� VLJQL¿FDQW� IHDWXUHV� RI� WKH� �PXVLFDO� H[SHUL�
PHQWV�EHWZHHQ�WKH�ODWH�����V�DQG�WKH�PLG�����V��
7KHVH�¿UVW�VRXQG�EDVHG��WKRXJK�VRPHWLPHV�WHFK�
QLFDOO\� VLOHQW�� ZRUNV� FRQFHSWXDOO\� OLQNHG� (DVWHUQ�
(XURSHDQ� DUWLVWV� ZLWK� WKH� �:HVWHUQ� FXOWXUDO� GLV�
FRXUVH��DQG�GHPRQVWUDWHG�WKDW�SURJUHVVLYH�WKRXJKW�
FRXOG� GHYHORS� HYHQ� LQ� RSSUHVVLYH� HQYLURQPHQWV�

$QDVWDVLD�$OHHYD



Peter Lamb at
Laurent Delaye Gallery

New works by Peter Lamb at Laurent 
Delaye Gallery evoke a sense of familiarity 
with a variety of techniques and styles arising 
from the work of the post-World War II Ab-
stract Expressionists and Pop Art. They are not 
a mere re-examination of these movements, 
however. Lamb has recast and invigorated 
the established styles with photographs, de-
bris, objects, and scrambled gestures of colour. 

The exhibition features a neon light 
sculpture and seven works in his highly de-
manding technique involving numerous steps 
WRZDUG� D� ¿QDO� FRPSRVLWLRQ�� � /DPE¶V� SURFHVV�
begins with a representational photograph of 
KLV�VWXGLR�ÀRRU�� �7KH�VPRRWK�DQG�LOOXVRU\�SKR-
tographic surface is reborn as Lamb attaches 
additional photographs and deletes or enlarg-
es portions of the image.  Additionally, akin to 
$EVWUDFW�([SUHVVLRQLVW¶V�-DFNVRQ�3ROORFN¶V�IRRW-
prints and cigarette butts, Lamb rubs the canvas 
RQ� WKH�ÀRRU� WR�SLFN�XS�GHEULV�DQG�REMHFWV� WKDW�
create texture on the surface of the photograph.  
Impasto layers of paint and collaged materials 
are applied and imbue the new composition 
with a fervent intensity, remotely echoing the 
work of Pollock and Franz Kline along with a 

QRG�WR�WKH�3RS�$UW�FROODJHV�RI�-DVSHU�-RKQV�DQG�
5REHUW�5DXVFKHQEHUJ��/DPE�ERUURZV�3ROORFN¶V�
gestural application of paint to an unbound can-
vas on the ground with the photographs of his 
RZQ� VWXGLR� ÀRRU�� 7KLFN� EUXVKVWURNHV� RI� SDLQW�
DUH� DGGHG�� UHPLQLVFHQW� RI� .OLQH¶V� EODFN� DQG�
white abstractions of the 1950s and Willem de 
.RRQLQJ¶V�ZRUN�VXFK�DV�Gotham News of 1955. 

The exhibitors have likened the com-
positions to the work of American artist Cy 
Twombly. According to the exhibition informa-
tion sheet, unlike Lamb, Twombly was a reluc-
WDQW� IDQ� RI� 3ROORFN� DQG� EHOLHYHG� WKDW� 3ROORFN¶V�
JHVWXUHV� ZHUH� WRR� LGHQWL¿DEOH� DV� D� VLJQDWXUH��
7ZRPEO\� LQFRUSRUDWHG� JUḊWL�OLNH� GUDZLQJV��
words, phrases, quotes, and numbers in his 
paintings, but those gestures remained mys-
terious and inconclusive. The Twombly “an-
ti-gesture” creates a barrier of anonymity that 
is lacking in Pollock but present in Lamb, be-
FDXVH� WKH� FRPSRVLWLRQV� LQFRUSRUDWH� /DPE¶V�
hand as well as anonymity of the photographs.  

6SDWLDO� DPELJXLWLHV� SHUPHDWH� /DPE¶V�
seven compositions.  The initial composition-
DO� LPDJH� LV� WKH� SKRWRJUDSK� RI� /DPE¶V� VWXGLR�
ÀRRU�� 7KH� SKRWRJUDSK� LV� D� WZR�GLPHQVLRQDO�

A Place That Exists (Installation view), 2013
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representation of an existing three-dimensional 
space, and as a photograph it produces the illu-
sion of an existing space. Additionally, as Lamb 
cuts, trims, and places his details of the photo-
graph on the canvas, the original space becomes 
a mere memory.  The viewer perceives the spa-
tial ambiguity and moves in for a closer look. 

Bloody Snakes Tongue Grey Mouth, 
2012, stands out among the works in the Gal-
lery.  The painting appears to be thick layers 
of paint applied in the manner of the gestural 
abstractionists.  Expressive splatters of yel-
low and red paint create a large focal point in 
the center of the darker composition. The ex-
pressiveness of the splatters is tempered by the 
grid-like scrambled gestures that run across 
the surface of the composition. Expressive and 
grid-like areas conceal the representational as-
pects of the underlying photographic image of 
/DPE¶V� VWXGLR�� KHQFH�� WKH� VSDWLDO� TXDOLWLHV� DUH�
forced into an ambiguous state.  Flatness, the 
very nature of the quality of a picture plane, 
is confronted by a complex structure of lines, 
shapes, and forms that decorate the surface. 
 Opposite Bloody Snakes Tongue Grey 
Mouth are two colourful paintings, Ice Leaning 
Forward, 2013, and Falling Rock Purple Smoke, 
2013.  The mere positioning of the more colour-
ful works across from the darker image creates 
an intense dialogue among the works. The darker 
hues and lack of textural depth in Bloody Snakes 
Tongue Grey Mouth contrast with the various 
saturated colors and impasto texture of Ice Lean-
ing Forward and Falling Rock Purple Smoke. 
In the preceding works of art, elements from the 
VWXGLR�ÀRRU��VXFK�DV�GXFW�WDSH�DQG�RWKHU�GHEULV��
are combined and held captive with spray paint.  
Comparison has to be made between the quality 
RI�OLQH�LQ�/DPE¶V�ZRUN�DQG�WKDW�RI�WKH�$EVWUDFW�
Surrealists. Pink Light Showing�� ������ UHÀHFWV�
the dream-world landscapes of Yves Tanguy. 
Lamb manipulates the various gray values and 
the colourful splotches in Pink Light Showing in a 
PDQQHU�WKDW�UHPLQGV�WKH�YLHZHU�RI�7DQJX\¶V�����
painting, The Multiplication of the Arcs. 

The curatorial techniques demonstrat-
ed in this exhibition enhance the quality and 
QDWXUH�RI�/DPE¶V�ZRUNV��7KH�*DOOHU\�KDV� ODUJH�
windows that provide natural light, illuminat-
ing and complementing the colours and tex-
ture observable within the works.  Soft white 
ZDOOV�DQG�QDWXUDO�ZRRG�ÀRRUV�SURYLGH�D�VRRWK-
ing element that balances the chaotic nature of 
WKH� FRPSRVLWLRQV�� /DPE¶V� QHRQ� OLJKW� VLJQ��Big 
Ben with Windows, 2013, was arguably out 
of place. The sculpture is made of two rectan-

gles and a diamond, a smaller yellow rectangle on 
the bottom right of the larger rectangle on top.  The 
larger rectangle, consisting of two halves of colour, 
red and green, has a blue diamond placed in the 
FHQWHU� RI� LW�� DQG� QHLWKHU� WKH� ÀXRUHVFHQW� OLQHV� QRU�
the primary and secondary colours complement or 
enhance the exhibit and are more of a distraction.  

Peter Lamb lives and works in London 
and has had solo shows in London, Houston, and 
Los Angeles, in addition to many group exhibi-
tions around the world.  His work can be found in 
prominent collections such as Deutsche Bank, The 
-RKQ� -RQHV� &ROOHFWLRQ�� 7KH� 5RJHU� (YDQV� &ROOHF-
tion, and the Schloss Leinzell Collection.  His work 
can be seen in numerous upcoming exhibitions.

Carrie Engerrand

All images courtesy of Laurent Delaye Gallery, London
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Per Kirkeby’s Late Work at 
the Michael Werner Gallery

It has long been a myth that every artist is 
doomed to starve and live in poverty in the manner 
of Vincent van Gogh. Often artists acquire fame, 
success and celebrity status early in their life, only 
to live under the constant threat of falling out of fa-
vour from then on. Having been represented in the 
Cologne Documenta, the Venice Biennale, the Mu-
seum of Modern Art and many other institutions of 
distinction since 1972, Per Kirkeby is the best known 
contemporary Danish painter, as well as the counter 
example. He shows how a creative and intellectual 
mind can uphold the label of ‘cultural legitimacy’ (to 
say it in sociologist’s Pierre Bourdieu’s words) as well 
as a desirable status on the market over time. Fol-
lowing a 2009 retrospective at the Tate Modern, the 
Michael Werner Gallery is currently hosting a small-
er exhibition of Kirkeby’s late paintings.  Michael 
Werner himself brought the artist to fame when they 
met in 1972 in Cologne, and after they met Werner 
became his most important critic.

The upper rooms of the gallery which can be 
found at Mayfair are hung with the artist’s most re-
cent works. Upon request one can then see the lower 
room which holds two monumental paintings from 
the 1980’s, as well as a highly interesting sculpture 
of the same time. Kirkeby’s practice is eclectic not 
only because it is equally occupied with culture, na-
ture and history at the same time but also in regards 
WR� WKH� PHGLXP�� ZKLFK� UHDFKHV� IURP� SDLQWLQJ�� ¿OP�
and poetic text to architecture and more. In both his 
monumental and smaller two dimensional investi-
gations of nature, it is hard and often impossible to 
make out organic shapes. Commonly referred to as 
his ‘Landscapes’, his paintings can hardly be called 
thus, because often the only remnant of nature is the 
colour scheme that the artist employs. The beholder’s 
eye rushes over the abstracted picture surface rest-
lessly, unsuccessfully trying to make sense of what is 
being perceived.

Untitled, 2012, which can be found in the last room 
of the exhibition, is an example of a common visual 
challenge posed in Kirkeby’ s late work, because there 
is no depth in the traditional sense. The eye does not 
recede into the distance to a central vanishing point. 
Instead, what compositionally appears distant is 
painted in bright reds, warm colours which visually 
push to the surface of the work, giving an alienat-
LQJ�H̆HFW�WR�WKH�SHUFHLYHU�ZKRVH�JD]H�WKHQ�¿QGV�HQ-
trances into the distance scattered through the work
in a rather surreal and untraditional manner.

Apart from his brushwork becoming more un-
LQKLELWHG�DQG�ORRVHU��WKH�PRVW�VLJQL¿FDQW�FKDQJH�WKDW�
Kirkeby’s painting has undergone since the 1980s lies 
in a new colour intensity. Almost neon dense yellows 
stand out from deep blues and greens, unlike earli-
er works which are based on more natural earth col-
ours; these occasionally snap through in recent paint-
ings such as Panikos II, 2013, where the dry brown 
tones are silhouetted against intense new blues. 
Kirkeby himself claims that the inherent struc-
tures as well as the overall construct of the works 
have remained the same throughout the years. Yet, 
one should not make the mistake of associating 
this statement with his layering of colour, which 
has been so frequently associated with the artist’s 
studies and work in geology that the idea has false-
ly become somewhat of a cliché. This is not to say 
that there is no reference in Kirkeby’s work to the 
way the earth is built up, but it is held as a gener-
ally more important factor in his practice than it 
really is. Ultimately, Kirkeby himself holds that 
even the colouring of a wall is just layering of paint. 

Kirkeby’s true strength lies in his power-
ful lyricism. This attribute is both good and bad 
at the same time, because the idyllic appeal in 
combination with the landscape genre alone are 
enough to recall a nostalgia that is usually as-
sociated with a bygone northern romanticism. 
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This, to a certain extent, also explains Kirkeby’s 
ḊQLW\� ZLWK� .XUW� 6FKZLWWHUV� ZKRVH� ODQGVFDSHV
have been rejected as old fashioned.  It is therefore due 
to the conservatism that the tradition burdened “land-
VFDSH´� VXJJHVWV� WKDW� 6FKZLWWHU¶V� QDWXUDO� ZRUNV� KDYH�
never been acknowledged by anyone but Per Kirkeby, 
and a recent exhibition at the Tate Gallery has tried to 
UHYLYH�ZKDW�.LUNHE\�FDOOV�6FKZLWWHUV¶�µIRUELGGHQ�ZRUNV¶�

Nevertheless, it must be pointed out that 
the romantic lyricism in Kirkeby’s work is nei-
ther old fashioned nor conservative, because 
the artist combats the idea of being over roman-
tic with the right amount of inherent culture, sci-
ence and analytical criticism in his paintings. 
The secret to Kirkeby’s work is exactly the fact that 
the viewer gets lost in it. Due to their complex but 
unaggressive nature, the work asks the viewer to 
ponder it for a while. New forms and shapes are 
seen the longer the work is looked at – without try-
ing too hard. His painting does the job for the view-
er, who should step back and let the painting speak 
rather than try to make sense of something that prob-
ably does not want to be entirely understood. It can 
clearly be seen in the Michael Werner Gallery exhi-
ELWLRQ�WKDW�.LUNHE\¶V�SDLQWLQJ�SUDFWLFH�¿QGV�WKH�ULJKW�
balance between remaining authentic and faithful to 
his original style while changing enough to remain in-
teresting, continuously progressing in visual appeal.

���������%HDWULFH�/RH̆HO
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Pino Pascali and 
Jannis Kounellis 

at Luxembourg & 
Dylan

A black, outmoded, life-size cannon, the type 
XVHG�LQ�:RUOG�:DU�,,��DLPV�DW�DQ�XQUẌHG�SDV-
WHO�FRORXUHG�VHDVFDSH�KXQJ�LQ�WKH�¿UVW�ÀRRU�RI�D�
renovated Georgian townhouse.
War and Peace? The Beauty and the Beast?
Apparently not.

The Gallery Luxembourg  &  Dayan, 
known for its ambitious museum-quality 
exhibitions of modern and contemporary art 
is taking the risk of juxtaposing Pino Pascali’s 
1965 Cannone Bella Ciao with Jannis Kounellis’ 
Untitled Piraeus seascape, painted in1963. 
Undoubtedly the display is a well-curated 
KRPDJH� WR� WZR�RI� WKH�PDLQ�¿JXUHV�RI� WKH�$UWH�
Povera movement, whilst simultaneously 
recreating the aura of Arte Abitabile, the iconic 
1966 exhibition by Enzo Sperone held in his 
Turin Gallery. This seems attune within the 
tendency in today’s curating connives, and one
 cannot help but to be reminded of another 
current exhibition: Live in Your Head; When 
Attitudes Become Form.  Held at the Fondazione 
Prada for the 2013 Venice Biennale (Pino Pascali 
and Jannis Kounellis amongst many other 
Arte Povera artists who were represented), the 
restaging of Harold Szeemann’s legendary 1969 
exhibition is an attempt to recapture the historical 
spirit of one of the most groundbreaking shows 
of the past. 
Deliberately or accidentally.  In any case, the 
Gallery’s courage to exhibit dialectically con-
trasting pieces not only should be acknowl-
edged but seized as a successful undertaking 
that brings forth the profound dialogue between 
these two works.   

Pino Pascali executed Cannone Bella 
Ciao in 1965 as the main piece for the exhibi-
tion Arte Abitabile at Sperone Gallery in Turin 
in 1966.  The work was part of a series of sculp-
tures based on the trope of weaponry, reminis-
cent of his childhood encounter with the Second 
World War. Born in 1935 in the waking of the 

LPPLQHQW� FRQÀLFW�� 3DVFDOL� KLPVHOI� H[SUHVVHG�
WKDW�WKH�¿UVW�JDPHV�KH�SOD\HG�ZHUH�EDVHG�PRVWO\�
on warfare.  “My toys were piles of objects found 
in the house, which represented weapons. For 
example, a bean became a bullet, a broomstick 
and a box held together with a rubber band be-
FDPH�D� ULÀH�� D� UROOHG�XS�SLHFH�RI�SDSHU� WLHG� WR�
a stool was a cannon, a saucepan was a helmet, 
two pieces of wood nailed together were a sa-
bre, three pieces of wood an airplane and so on. 
The way I played with other children was large-
ly based on the war-heroism representation of 
the grown-ups (our fathers were at war)”. These 
sculptures, made out of assembling-pipes, old 
carburetors, and pieces of scrap, seem any-
thing but menacing.  Given that the sculptures 
are clearly nonfunctional, Cannone Bella Ciao 
evokes not violence but playfulness while ef-
facing the boundary between sculpture and in-
stallation. However, even when deliberately de-
nying military precision and purpose, the work 
VWLOO� UHÀHFWV� RQ� LWV� KLVWRULFDO� FRQWH[W�� WKH� 9LHW-
nam War and the student revolts of the 1960s. 
,WV�SROLWLFDO�VLJQL¿FDQFH�LV�XQPLVWDNDEOH�DQG�DV�
Pascali has stated, “what fun it is to put a cannon 
in a place for sculptors, to be able to really put it 
there in that so sacred, false world.” Inevitably 
the work has neither lost in tremor nor in actu-
ality, no matter whether we are writing the year 
1966 or 2013.  

Born in Greece, Kounellis moved to 
Rome in 1956, where he studied at the Acca-
demia di Belle Arti. By 1961 he began to paint on 
QHZVSDSHU� LQ�RUGHU� WR� UHÀHFW�KLV� FULWLFDO� YLHZV�
on the modern socio-political situation. Devel-
oping a distinctive plastic vocabulary that ini-
WLDOO\�UHVHPEOHG�D�FRGL¿HG�VFULSW�LQ�WKH�IRUP�RI�
letters and equations, he gained prominence as 
an acknowledged representative of the Arte Po-
vera movement. In 1963 Kounellis expanded his 
practice, adopting a variety of non artistic ma-
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terial into his work, including everyday objects 
ZKLFK� UDQJHG� IURP� OLYH� DQLPDOV�� VPRNH�RU�¿UH�
to earth, burlap and gold, in aims to incite new 
connections within the mythical, the cultural 
and the urban. 

Given the previous context, the work ex-
hibited can scarcely be recognizable as his sig-
nature practice: velvety pastel-like oil painting 
with almost meditative and washed out colours 
is certainly not what one would expect from 
Kounellis’ work of the time. But whilst the sche-
matic, quasi-minimal sea and the coyly hinted 
sun are stripped down from political comment, 
WKH\�VWLOO� UHÀHFW�RQ�.RXQHOOLV¶�SHUVRQDO�QHHG�WR�
engage in an original visual language more suit-
able to the artist’s inherent demands. As an anti-
pode to Pascali’s Cannone, it is almost irreplace-
able and necessary.  

Placing Pascali’s cannon in juxtaposition 
with the seascape painting by Jannis Kounellis, 
Luxembourg and Dayan provokes the unexpect-
ed. Yielding to their own playfulness, both works 
share a kinship in spirit whilst at the same time 
encouraging the viewer to explore the delicate 
tension and the role of subjectivity, boundaries 
DQG�H[SHULHQFH��$�GLDORJXH�VẊFLHQW�RI�LWV�RZQ��
manifesting the worn out but still true adage 
that less is sometimes more.

Rebecca Niehaus-Paas
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Interview with Spartacus Chetwynd

Last year, British artist Spartacus Chetwynd 
was nominated for the Turner Price for her exhibition 
Odd Man Out held at Sadie Coles HQ. Ranging from 
the quixotic to the  the anarchic, spontaneous and 
ritualistic, her carnivalesque performances raise so-
cio-political debates with all the ingenuity of childhood 
fantasy. Currently preparing for her upcoming show 
in October 2013 at Monteverdi, Italy, her thoughtful 
replies here exhibit all the joy and gravity that ig-
nites her work. I am grateful to her for this courtesy. 

Yvonne Kook: I suppose this question comes up in 
every interview, but nevertheless, it is a good start-

ing point for unravelling Spartacus Chetwynd. I 
cannot help but notice the suggestive oxymoron of 
your name that combines the name of a common 
slave with a Baronetcy.  At the same time, your 

performances denounce materialist values such as 
social class, money and power. Given this context 

the name change adopts both political and personal 
registers. I am interested in knowing the reasons 

behind this shift, and its implications. 

Spartacus Chetwynd: All the people I have come 
across as teachers, all the ones I have enjoyed and 
respected, have had a nervous breakdown. When 
they recovered from their attacks, in the process of 
coming back to life, they changed their names. One 
English teacher was very exciting: he walked into 
the classroom upside down, on his hands. I thought 
it would be interesting to change your name and see 
if you could pre-empt a nervous breakdown. I was 
interested in incantation, the power of knowing a 
name of something and singing it. I changed my 
name as an experiment and it is still interesting to 
me: it seems to work like a mirror. I think being an 
artist is like playing a card game. When my name is 
less annoying and has settled into being what it will 
be, then I’d like to change it again. Now I have a 
married name, Cichosz and so I’d like my next new 
name to be Marvin Gaye Cichosz. Both Spartacus 
and Marvin Gaye died in interesting ways. I am in-
stinctive, it’s later I notice there’s a logical strategy… 

YK: Does this political act correspond to a pivotal 
moment in your career as an artist?

SC: As it turns out, the name is perfect for rep-
resenting the performance structure, as vol-
unteers contribute to the projects but ac-
tually I am the boss! He-he-he, hilarious!

YK: As a performer, your practice inherently seeks 
to have an immediate relationship to the audience. 
In some instances, the public is even incited to ac-
tively collaborate. I believe Brecht’s notion of Ver-
IUHPGXQJVH̆HNW�LV�FHQWUDO�WR�\RXU�SUDFWLFH�DV�D�ZD\�
of destabilizing dominant cultural forms.  However, 
LW�PXVW�WKHQ�¿QG�LWV�ZD\�WR�WKH�KLHUDUFKLFDO�ZDOOV�RI�

galleries, museums and fairs.  To what extent do you 
feel there is an irreparable loss in that transaction?

SC: Destabilizing dominant cultural forms… Sounds 
JUHDW�� ,Q� WKH�SDVW�¿IWHHQ�\HDUV�RI�PDNLQJ�DUWZRUN� ,�
have not hired ‘unprofessional’ actors. I have been 
working for free with volunteers, mostly friends and 
family... And yes, I love Brecht! However, I am not 
trying to strain the narrative. I am encouraging the 
audience to feel that they could join in, as they can see 
clearly that it would only take ‘putting on a costume’ 
and standing up and doing the rudimentary mime 
that has been relayed only moments before. I make 
D�PLPH�QDUUDWLYH�WKDW�LV�SODQQHG�WR�¿YH�PLQXWH�VHF-
tions triggered by sound and with designated areas 
to move .  The performers are free to improvise with-
in this framework. You mention hierarchical walls.
Often I like the oddness of a situation. The Frieze Art 
Fair was a great place to perform, it was like street the-
atre, as people were wandering through all the time, 
and they were pleased, rather then being annoyed 
by this freedom. The contrast to the fair worked in 
our favour.  Other times have been more strenuous, 
but mostly I believe you should not limit yourself. 
Do anything; work in any venue irreverent of lega-
F\�DQG�KLHUDUFK\��7KH�PRVW�REYLRXV�GL̆HUHQFH�,�FDQ�
see is that the audiences in more formal venues take 
more time to be put at ease and there are more lay-
ers to go through before a good atmosphere develops.

YK: How do you feel about galleries showing a work 
WKDW�E\�GH¿QLWLRQ�LV�GH¿DQW�RI�LQVWLWXWLRQV"�'R�\RX�
¿QG�LW�GL̇FXOW�WR�FRSH�ZLWK�WKH�QHHG�WR�SURPRWH�DQG�
sell your work through conventional resources while 

at the same time operating in a marginal space? 

 ��



SC: I feel good about the art world. I love it. Of-
WHQ� JRLQJ� WR� D� VKRZ� LV� OLNH� ¿QGLQJ� D� ULQJ� RI�PXVK-
URRPV� LQ� WKH� IRUHVW�� 7KHUH� DUH� DOZD\V� QHZ� WKLQJV�
VSULQJLQJ� XS� DQG� VXUSULVLQJ� \RX�� ,�ZDQW� WR� EH� SDUW�
RI� LW�� ,� EHOLHYH� LQ� FRQWULEXWLQJ�� ,I� \RX�GRQ¶W� OLNH� WKH�
SUHGRPLQDQW� ÀDYRXU� RI� DUW� WKHQ� SXW� RQ� DQ� HYHQW�
RU�D�VKRZ�ZLWK�WKH�PHVVDJH�DQG�W\SH�RI�DUW�\RX�EH-
OLHYH� LQ�� ,�¿QG�DOO� WKH�SUREOHP�VROYLQJ�DQG�DQDO\VLV�
RI�FRPPRGLWL]LQJ�SHUIRUPDQFH�DUW�WR�EH�IDVFLQDWLQJ�
KRZ� WR� SUHVHUYH� D� SURGXFW� WKDW� LV� HSKHPHUDO� DQG�
WUDQVLHQW�� 7LQR� 6HKJDO� LV� D� NLQJ� LQ� WKLV� ¿HOG��0DQ\�
/DWLQ� $PHULFDQ� DUWLVWV� KDYH� FOHYHU� LGHDV� DQG� VROX-
WLRQV��LW�NHHSV�DUW�LQWHUHVWLQJ��0DQ]RQL¶V�WLQQHG�SRR"�
:K\�QRW"�7KH�QHHG� WR�SURPRWH� DQG� VHOO� \RXU�ZRUN�
through conventional sources is sort of interesting. 

<.��%HLQJ�QRPLQDWHG�IRU�WKH�7XUQHU�3UL]H�LV�DQ�
KRQRXU�IRU�DQ\�DUWLVW�DV�LW�LQYRNHV�D�OLQHDJH�RI�WKH�

IRUHPRVW�QDPHV�LQ�WKH�KLVWRU\�RI�PRGHUQ�%ULWLVK�$UW��
+RZ�GLG�\RX�IHHO�DERXW�WKLV�QRPLQDWLRQ"�'R�\RX�IHHO�

VRPHWKLQJ�KDV�FKDQJHG"

SC:�,�KDYH�QRW�QRWLFHG�DQ\�FKDQJH�LQ�PH�VR�IDU��,�KDYH�
QRWLFHG�WKDW�SHRSOH�ZKR�ZHUH�QRW�VR�VXUH�DERXW�PH�KDYH�
EHFRPH�VXUHU�DERXW�PH��6RPHKRZ�,�WDVWH�VZHHWHU�QRZ�

<.��<RXU�PRWKHU��/XFLDQD�$UULJKL��ZDV�D�SURGXF-
WLRQ�GHVLJQHU�DQG�WKLV�XSEULQJLQJ�FOHDUO\�SOD\V�DQ�
LQÀXHQWLDO�UROH�LQ�\RXU�SUDFWLFH���,Q�\RXU�',<�SHU-
IRUPDQFHV�\RX�DUH�QRW�RQO\�LQYROYHG�DV�DQ�DFWUHVV��
EXW�DOVR�DV�D�FRVWXPH�GHVLJQHU��VHW�GHVLJQHU��HWF���'R�
\RX�VHH�\RXU�SUDFWLFH�PRUH�DV�D�SURGXFWLRQ�WKDQ�D�
SHUIRUPDQFH"�,V�WKDW�ZK\�\RX�RIWHQ�VLJQ�\RXU�ZRUNV��

³D�SURGXFWLRQ�E\�6SDUWDFXV�&KHWZ\QG´"

SC: ,�ORYH�P\�0XP��,�DP�YHU\�SURXG�RI�KHU�FDUHHU��
6KH�LV�DERXW�WR�VWDUW�D�SURMHFW�ZLWK�WKH�GLUHFWRU�ZKR�
PDGH�DownFall… cool! Yes I was brought up on set 
DQG�ZRUNLQJ� IRU�P\�PXP��0\�PXP�KDV�QHYHU�JLY-
HQ�XV�KDQG�RXWV��LQVWHDG�VKH�KDV�HPSOR\HG�XV��<RXU�
SURGXFWLRQ�TXHVWLRQ� LV� IXQQ\� DQG�QLFH� WR� EH� DVNHG��
,� ZURWH� µ$� 6SDUWDFXV� &KHWZ\QG� 3URGXFWLRQ¶� EH-
FDXVH� ,�PDGH� HYHU\WKLQJ�P\VHOI�� E\� KDQG�� DQG� WKLV�
VWDWHPHQW� IHOW� µELJ¶�� ,W� LV�ZULWWHQ� LQ� WKH�SKRWRFRSLHG�
ERRNOHWV� �� SURJUDPPHV� ,� PDNH� WR� DFFRPSDQ\� WKH�
SHUIRUPDQFHV�� ZLWK� FUHGLWV� DQG� VRXUFH� UHIHUHQFHV��
I feel as if I have worked hard to preserve the qual-
LW\� WKDW� LV� XQDFFRXQWDEOH� DQG� IXQ�� ,� KDYH� ZRUNHG�
KDUG�WR�VWD\�VWDQGLQJ�VWLOO��6R�UDWKHU�WKDQ�JURZ�DV�D�
FRPSDQ\�DQG�EHFRPH�PRUH�SURIHVVLRQDOLVHG� ,�KDYH�
worked hard to shield the usual path and to allow 
PD\KHP�� VSRQWDQHLW\� DQG� LQQRFHQFH� WR� FRQWLQXH�

<.��,Q�\RXU�SHUIRUPDQFHV�WKHUH�LV�QR�GLVWLQFWLRQ�
EHWZHHQ�KLJK�ORZ�FXOWXUH±0DU[�FRH[LVWV�ZLWK�6WDU�
:DUV�DQG�,QJPDU�%HUJPDQ��<RXU�ZRUN�LV�VX̆XVHG�
ZLWK�UHIHUHQFHV�WR�'LFNHQV��%DNKWLQ��-DUU\�DQG�

0LOWRQ��7KH�6LPSVRQV��,QFUHGLEOH�+XON�RU�0LFKDHO�
-DFNVRQ��WR�QDPH�D�IHZ��7KLV�LQGLVFULPLQDWH�DS-

SURDFK�WR�DOO�SURGXFWV�RI�FXOWXUH�DV�HTXDOO\�SURGXF-
WLYH�IRU�DQ�XQGHUVWDQGLQJ�KXPDQ�SUDFWLFH�VHHPV�

DOLJQHG�ZLWK�\RXU�EDFNJURXQG�LQ�DQWKURSRORJ\��+RZ�
GRHV�DQWKURSRORJ\�LQÀXHQFH�\RXU�ZRUN"

SC: 7KLV�LV�JUHDW�WR�UHDG��LW�VRXQGV�JUHDW±SHUKDSV�,�
VKRXOG� MXVW� VD\�\HV�� ,� OLNH�EHLQJ� LQGLVFULPLQDWH�DQG�
LUUHYHUHQW� DQG� UDQGRP�� LW� FRPHV�QDWXUDOO\� WR�PH�� ,�
DP�VXUH�LW�ZDV�WKURXJK�WKH�XSEULQJLQJ�,�KDG�EHIRUH�,�
VWXGLHG�$QWKURSRORJ\��,�DP�VXUH�$QWKURSRORJ\�KHOSHG�
E\�JLYLQJ�PH�DFFHVV�WR�WH[WV�WKDW�LQWHOOHFWXDOO\�YHULI\�
ideas that are wild and allow free-spirited behaviour.

<.��:KHQ�,�WKLQN�DERXW�\RXU�ZRUN��WZR�TXRWHV�VHHP�
KDQG\��)LUVW��%DNKWLQ¶V�FRQFHSW�RI�ODXJKWHU��ZKLFK�,�
EHOLHYH�\RX�DUH�IDPLOLDU�ZLWK��%\�WKLV�,�PHDQ�WKDW�LQ�
\RXU�SHUIRUPDQFHV�DOO�WKHVH�VRXUFHV�DSSHDU�GLVWRUW-

ed, dislocated and parodied, generating laughter, 
EXW�DW�WKH�VDPH�WLPH�VRPH�NLQG�RI�

VHOI�FRQVFLRXVQHVV���7KH�VHFRQG�RQH�LV�IURP�5LFRHXU�
and his idea that the understanding of oneself and 
RI�KXPDQ�QDWXUH�LV�DOZD\V�D�PHGLDWHG�H[SHULHQFH��
%\�UH�DSSURSULDWLQJ�WKH�HSLF�DQG�WKH�HYHU\GD\��WKHVH�
VSHFWDFOHV�VHHP�WR�SHUIRUP�D�PHWD�UHDGLQJ�RI�WKRVH�
FXOWXUDO�DUWHIDFWV�ZKLOH�DW�WKH�VDPH�WLPH�RSHQLQJ�D�

new perspective with which to understand the agent 
RI�WKRVH�SURGXFWV��'R�\RX�VHH�WKLV�LQ�\RXU�ZRUN"�,V�
WKLV�D�FRQVFLRXV�LQWHQWLRQ"�:KDW�GUDZV�\RX�WR�GR�

\RXU�ZRUN"

SC: :KDW� GUDZV� PH� WR� PDNH� P\� ZRUN"� 6HULRXV�
chats-through conversations with people where 
,� UHDOLVH� WKHUH� LV� DQ� LGHD� WR� H[SORUH�� ,� UHVHDUFK� DQG�
WKHQ� ,� KDYH� VRUW� RI� YLVLRQDU\� ÀDVKHV� WKDW�PDNH�PH�
grin, then I return to the people I had the conversa-
WLRQ�ZLWK�DQG�VHH�LI�WKH\¶G�OLNH�WR�SHUIRUP�WKH�LGHDV�
ZLWK�PH��7KH�FRQFHSW�RI�D�PHWD�UHDGLQJ� LV� LQWHUHVW-
LQJ�DQG�\HV��SHUKDSV� WKLV� LV� UHDOO\�DSW��3HUKDSV� WKLV�
LV� D� SHUIHFW� DQDO\VLV� RI� DQ� DXGLHQFH� SURFHVVLQJ� WKH�
PLPHV�,�GR��EXW�VXFK�D�ZRUG�LV�D�OLWWOH�IRUHLJQ�WR�WKH�
ZD\� WKH� OLYH� HYHQW� RU� SHUIRUPDWLYH� HOHPHQW� ZRUNV��
,W¶V� PRUH� XQFRQVFLRXV� DQG� YLWDO�� ,W� LV� QRW� VWX̆\� DW�
DOO���,I�LW�ZHUH�D�KDLUGR�LW�ZRXOG�EH�EOD]LQJ�DQG�ERXI-
IDQW��%DNKWLQ�LV�DPD]LQJ��+H�LV�WKH�LQWHOOHFWXDO�ZKR�
OHWV� KLODULW\� LQWR� KLJK� FXOWXUH�� +H� RSHQV� WKH� GRRU��

 ��



YK: You are an amazing painter as well. What does 
SDLQWLQJ�PHDQ�IRU�\RX"�,Q�ZKDW�ZD\V�LV�LW�GL̆HUHQW�

or similar to your practice as a performer? 

SC:�3DLQWLQJ� LV� UHDOO\�GL̆HUHQW� LQ� WHUPV�RI�SURFHVV��
as you are in isolation and the relationship is only 
with the materials and not with other people.  The 
LQWHQVLW\� LV� GL̆HUHQW��:LWK� WKH� SHUIRUPDQFHV� WKHUH�
LV�D�GULYH�DQG�DQ�H̆RUW�WKDW�FRQWLQXHV�RYHU�PRQWKV��
\RX�KDYH� WR� VWD\� FORVH� WR� WKH�SURFHVV�� NHHSLQJ� \RXU�
foot on the drive-peddle and steering past prob-
lems. Finally everything is ready and the end-result 
LV�HQMR\DEOH�LQ�VRPH�ZD\��VR�LW�LV�H[FLWLQJ�DQG�IXQQ\��
7KH�SDLQWLQJV� DUH� VWUHVVIXO� DQG�TXLFN�� DV� ,� GHPDQG�
P\VHOI� WR�ZRUN� LQ� D� IUHVK�ZD\�� WR� VWD\� VWDQGLQJ�XS��
energetic. The process has to happen in a period of 
about three hours and then I stop. The result is often 
WKDW�,�DP�SOHDVHG�ZLWK�WKH�PDUN�PDNLQJ�DQG�DSSHDU-
DQFH�RI�WKH�H̆RUW�,�KDYH�SXW�LQWR�WKH�ZRUN��7KH�SUHS�
PDNLQJ�RI�WKH�SHUIRUPDQFHV�LV�GL̆HUHQW��,�FDQ�VSHQG�
PRUH�FDOP�PHWKRGLFDO�WLPH��KRXUV�DQG�KRXUV��PDN-
LQJ�D�SURS�RU�FRVWXPH��XS�WR�D�ZHHN�RQ�RQH�FRVWXPH�
RIWHQ��7KHUH�LV�D�VORZHU�VHQVH�RI�HDVH�WR�WKH�PDNLQJ��,�
FDQ�FKDW�DQG�OLVWHQ�WR�DXGLR�ERRNV��ZKHUHDV�ZLWK�WKH�
paintings I need to be alone and in silence. Maybe 
WKH�OLQN�LV�WKH�OLYH�PRPHQW�RI�WKH�SHUIRUPDQFHV�DQG�
the live moment of when I paint: both are energetic 
DQG�XQNQRZQ"�,�DP�JUDWHIXO�,�KDYH�WKH�WZR�GL̆HUHQW�
ZD\V�RI�ZRUNLQJ��RQH�VRFLDEOH�DQG�WKH�RWKHU�SULYDWH�

YK: Being a performer and having lived in a nudist 
FRORQ\�LPSOLHV�D�FHUWDLQ�GHJUHH�RI�H[SRVXUH��*LYHQ�
WKDW�\RX�DUH�VR�FRQVSLFXRXVO\�RYHUW��LV�WKHUH�D�6SDUW-

acus Chetwynd closed to the public? What is the 
SULYDWH�6SDUWDFXV�&KHWZ\QG�OLNH" 

SC:�,�DP�SUHGRPLQDQWO\�DQ�REVHUYHU��6R�\HV��,�DP�TXL-
et and observant and I research both on foot and by 
UHDGLQJ�DQG�ZDWFKLQJ��,�ZDQW�WR�OLYH�H[SHULPHQWDOO\�
DQG�WR�WHVW�RXW�LGHDV�OLWHUDOO\��,�KDYH�D�ODFN�RI�FRQ¿GHQFH�
and doubt that enables me to be questioning. Once I 
KDYH�PDGH�D�GHFLVLRQ��,�DP�DEOH�WR�DFW�DQG�EHFRPH�
driven and have the conviction and joy at the result! I 
NQRZ�WKHUH�LV�WKH�ULVN�WKDW�,�FDQ�EH�VHHQ�DV�D�GDQJHURXV�
µEHOLHYHU¶�OLNH�D�µFXOW�OHDGHU¶�EXW�DV�,�KDYH�VDLG�PDQ\�
WLPHV�QRZ��,�DP�QRW�PDOLFLRXV��7KH�FXOW�WKDW�,�KDYH�
is only as long as the performance lasts and it is fun.

<YRQQH�.RRN�:HVNRWW

All images courtesy of the artist and Sadie Coles HQ, London
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Stéphanie Roland

Throughout the evolution of 
Stéphanie Roland’s practice, since her 
¿UVW� H[KLELWHG� ZRUNV� LQ� ����� LQ� %HU-
OLQ�� D� GHJUHH� RI� REVHVVLRQ� DQG� D� SHUVRQ-
DO� TXHVW� WRZDUGV� PDWHULDOLVLQJ� DQG� LQWHU-
SUHWLQJ� WKH� QRWLRQ� RI� WLPH� LV� DSSDUHQW�

5RODQG�H[SHULPHQWV�ZLWK�D�YDULHW\�RI�
PHGLD��RIWHQ�ZLWK�WKH�QHZHVW�SKRWRJUDSKLF�
WHFKQRORJLHV��WR�H[SORUH�WKHPHV�VXFK�DV�FKLOG-
KRRG�� PHPRU\�� DQG� ERXQGDULHV� RI� IDQWDV\�
DQG�UHDOLW\��ZKLFK�DOO�OLQN�EDFN�WR�KHU�VWXG\�RI�
WLPH���7KH�VWUDQJH�DQG�REVFXUH�VSDFH�RI�VRO-
LWXGH�WKDW�WUDQVSLUHV�IURP�KHU�VHULHV�enfants 
modèles��������SURPSWV�YLHZHUV�WR�TXHVWLRQ�
DQG� LQWHUSUHW� KHU�ZRUN� LQ� UHODWLRQ� WR� WKHLU�
RZQ�SDVW�DQG�WKURXJK�WKHLU�RZQ�VXEMHFWLYLW\�

7KH� ����� VHULHV� XVHV� SKRWRJUDSK\��
¿OP� DQG� VLONVFUHHQ� WR� FUHDWH� LQWULJXLQJ�
SRUWUDLWV� RI� FKLOGUHQ� WKDW� DSSHDU� WR� FRPH�
VLPXOWDQHRXVO\� IURP� D� GLVWDQW� SDVW�� SUHV-
HQW� � DQG� VRPHKRZ� IURP� ¿FWLRQ�� 7KH� GDUN�
EDFNJURXQG� RI� KHU� SRUWUDLWV� DQG� PHWLFX-
ORXV� IRFXV� RQ� OLJKW� HPHUJLQJ� IURP� WKH� ¿J-
XUH� UHPLQGV� XV� RI� )OHPLVK� DQG� $FDGHPLF�
SDLQWLQJV��EXW�5RODQG¶V�XVH�RI� WKH�PHGLXP�
PDNHV�KHU�SRUWUDLWV�RU� ODQGVFDSHV�VWLOO�YLY-
LGO\�UHDO�DQG�SUHVHQW�� �+HU�GHVHUWHG�VFHQHV

RI�FKLOGUHQ¶V�SOD\JURXQGV�LQVWLQFWLYHO\�PDNH�
RQH� ZRQGHU� ZKDW� KDSSHQHG� WR� WKH� FKLO-
GUHQ�EHIRUH� WKH�SLFWXUH�ZDV� WDNHQ��DQG�WKH�
YLHZHU�LV� LQYLWHG�WR�GHGXFH�WKH�VWRU\�RI�WKH�
FKLOGUHQ�DQG�ZKDW� WKH\�ZRXOG�KDYH� WR� VD\��

7KH� VPDOO� VLONVFUHHQHG� SRUWUDLWV� RI�
FKLOGUHQ��ZKLFK�XVH�D�WKHUPRFKURPLF�SULQW-
LQJ� SURFHVV�� UHVHPEOH� IDPLO\� SLFWXUHV� NHSW�
LQ�ZDOOHWV�DV�VRXYHQLUV�DQG�LQFLWH�WKH�YLHZ-
HU�WR�WRXFK�WKHP��$W�¿UVW�WKH�VPDOO�SLFWXUHV�
DSSHDU� DV� EODFN�PRQRFKURPH� FDUGV�� EXW� D�
ZDUP�WRXFK�RI�WKH�KDQG�DOORZV�WKH�SRUWUDLW�
RI� WKH� FKLOG� WR� DSSHDU�� 7KH� SRUWUDLW¶V� GLV-
DSSHDULQJ�ZKHQ�D�KDQG�VWRSV� WRXFKLQJ� WKH�
SKRWR�LOOXVWUDWHV�WKH�YDQLVKLQJ�PHPRU\�RI�D�
ORYHG�RQH��DQG�ZLWK�WLPH�DV�WKH�WKHUPRFKUR-
PLF�SURFHVV�ZHDNHQV��WKH�SRUWUDLWV�DUH�IDG-
LQJ�DZD\�OLNH�PHPRU\�IDGHV�DZD\�ZLWK�WLPH��

5RODQG¶V� ZRUN� DOVR� VXJJHVWV� DQ� RE-
VHVVLRQ� ZLWK� WKH� UHSUHVHQWDWLRQ� RI� RXU�
PHPRULHV�� � +HU� ¿OPV�� SKRWRJUDSKV� DQG�
VLONVFUHHQV� DUH� DOO� LPDJHV� WDNHQ� IURP� WKH�
VDPH� DSSDUDWXV� DGGLQJ� DQRWKHU� OD\HU� WR�
5RODQG¶V� H[SORUDWLRQ� RI� WKHLU� ERXQGDULHV����
6XSHULPSRVLQJ� WKHVH� GL̆HUHQW� WHFKQLTXHV��
VKH�IXUWKHU�SURPSWV�WKH�YLHZHU�WR�TXHVWLRQ�
WKH� UHODWLRQVKLS� EHWZHHQ� WKH� PHGLD� DQG�

��

View of the installation, thermochromic cards, 2011, silkscreen, 4 x 6 cm





5RODQG�ZDV�ERUQ�DQG�UDLVHG�LQ�D�YHU\�VFKRO-
DUO\�IDPLO\��ERWK�KHU�SDUHQWV�ZHUH�ODZ\HUV��
+HU� OLIH�ZDV� GULYHQ� E\� GLVFLSOLQH� IURP�KHU�
HDUO\�GD\V�XQWLO�KHU�VHFRQG�\HDU�RI�VWXG\LQJ�
ODZ� DW� XQLYHUVLW\�� DW� ZKLFK� SRLQW� KHU� SDV-
VLRQ�IRU�SKRWRJUDSK\�JUHZ�VWURQJHU�DQG�EH-
FDPH�KHU�PRGH�RI�H[SUHVVLRQ�IRU�VRPHWKLQJ�
EH\RQG� KHU� FRQVFLRXV� VHOI� DQG� WLG\� URRWV��

5RODQG¶V� ZRUN� JUHZ� LQ� SRSXODULW\�
ZLWK�H[KLELWLRQV�LQ�%UXVVHOV�DQG�/RV�$QJH-
OHV���DQG�KHU�ZLGHVSUHDG�DSSUHFLDWLRQ�OHG�WR�
D�UHVLGHQF\�DW�5HVLGHQFLD�&RUD]RQ�$UJHQWL-
QD�LQ�%XHQRV�$LUHV�LQ��������0RUH�UHFHQWO\��
VKH�ZDV�FRPPLVVLRQHG�WR�SURGXFH�ZRUN�IRU�D�
VROR�VKRZ�WKDW�ZLOO�WDNH�SODFH�DW�7KH�3ULYDWH�
6SDFH�LQ�%DUFHORQD�DQG�WKH�)XQGDFLR�)RUYP�
LQ�7DUUDJRQD�RSHQLQJ�LQ�6HSWHPEHU�WKLV�\HDU��

Since her enfants modèles� �������
VHULHV��5RODQG�KDV�EHHQ�H[SORULQJ�RWKHU�LQ-
novative photographic processes such as in-
WHUIHURPHWU\��ZKLFK� LV�XVHG�E\�&KLOHDQ�RE-
VHUYDWRULHV�WR�SKRWRJUDSK�WKH�XQLYHUVH��6KH�
LV�QRZ�ZRUNLQJ�RQ�DQRWKHU�SURMHFW�IRU�6HS-
WHPEHU� WKDW� XVHV� WKLV� WHFKQRORJ\� WRJHWKHU�
ZLWK�SKRWRPRQWDJH�� �7KLV�QHZ�SURMHFW�ZLOO�
SUHVHQW�D�NLQG�RI�UHYHUVHG�XWRSLF�ODQGVFDSHV�
WKDW� ZLOO� KDYH� DQ� DPELJXRXV� EXW� VLPXOWD-
QHRXV� DSSHDUDQFH� RI� UHDOLW\� DQG� ¿FWLRQ��

7KLV� DSSHDUDQFH� RI� UHDOLW\� DQG� ¿F-
WLRQ�DEVWUDFWLRQ� LV� UHPLQLVFHQW� RI� $QGUHDV�
*XUVN\¶V� ZRUN�� :KHQ� ORRNLQJ� DW� KLV� ODUJH�
SKRWRJUDSKV� IURP�D�GLVWDQFH��KLV�ZRUN�DS-
SHDUV�YHU\�DEVWUDFW��EXW�ZKHQ�DSSURDFKLQJ�
PRUH� FORVHO\�� GHWDLOV� DSSHDU� DQG� WKH� YLHZ-
HU� VWDUWV� WR� XQGHUVWDQG� WKH� VXEMHFW� RI� WKH�
LPDJH�DQG� WKH� UHDOLW\�RI� WKH� VFHQH��5RODQG�
LV� LQWHUHVWHG� LQ� WKLV� W\SH� RI� SOD\� IRXQG� LQ�
*XUVN\¶V� LPDJHV�� DQG�KHU�QHZ�ZRUN� IRFXV-
HV� RQ� WKHVH� VLPXOWDQHRXV� UHSUHVHQWDWLRQV��

5RODQG¶V�LQVSLUDWLRQV�FRPH�IURP�KHU�
HYHU\� GD\� OLIH� DQG� WUDYHOV� DV� ZHOO� DV� IURP�
VSRQWDQHRXV�RSSRUWXQLWLHV�DQG�XQH[SHFWHG�
HQFRXQWHUV��6KH�DOVR�ORRNV�WR�FLQHPD�VXFK�DV�
'DYLG�/\QFK¶V�¿OPV�DQG�0LFKDHO�+DQQHNH¶V�
¿OP� The White Ribbon ������� IHDWXULQJ�
GDUN�� VXUUHDO� DQG� LQWULJXLQJ� DWPRVSKHUHV��
%ROWDQVNL��-DDU��6XJLPRWR�DQG�5X̆�DUH�WKH�
DUWLVWV�WKDW�VKH�DGPLUHV�DQG�IROORZV�FORVHO\��

5RODQG¶V� \RXQJ� DJH� ���� \HDUV� ROG��
DQG�SHUVRQDO�GHWHUPLQDWLRQ��DV�ZHOO� DV� WKH�
HQFRXUDJLQJ�VXSSRUW�IRU�KHU�ZRUN�VR�IDU��KDV

led to the acceleration of her interna-
WLRQDO� � UHFRJQLWLRQ�� +HU� ZRUN� WR� EH� H[-
KLELWHG� LQ� 7DUUDJRQD� DQG� %DUFHOR-
QD� LQ� 6HSWHPEHU� ZLOO� QR� GRXEW� DWWUDFW�
IXUWKHU� RSSRUWXQLWLHV� DQG� SURPRWH� WKH�
GHYHORSPHQW� RI� KHU� IDVFLQDWLQJ� SUDFWLFH�

$VWULG��&DUERQH]

On opposite page: “Violette, _ _ _ _ - _ _ _ _ “, 
2011, digital C-type print, 50 x 70 cm 

All images courtesy of the artist
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Adeline de- Monseignat

The body, motherhood, and sexuality have 
LQÀXHQFHG� DQG� LQVSLUHG� DUWLVWV� WKURXJKRXW�KLVWR-
U\�� ,Q�KHU�VFXOSWXUHV�DQG� LQVWDOODWLRQV�� WKH�\RXQJ�
6XUUHDOLVW�$GHOLQH�GH�0RQVHLJQDW��ZKR�ZRUNV�DQG�
OLYHV� LQ�/RQGRQ��H[SORUHV� WKHVH� WKHPHV�DORQJVLGH�
WKH�QRWLRQ�RI�WKH�XQFDQQ\��ZKLFK�KDG�D�VLJQL¿FDQW�
LQÀXHQFH�RQ�WKH�6XUUHDOLVW�PRYHPHQW�LQ�WKH�����V�

+DYLQJ�VWDUWHG�KHU�DUWLVWLF�FDUHHU�DV�D�SDLQW-
HU��GH�0RQVHLJQDW�VKLIWHG�WR�ZRUNLQJ�ZLWK�WKUHH�GL-
PHQVLRQDO� VXUIDFHV� GXULQJ� KHU� %$� LQ� /DQJXDJH�
DQG�&XOWXUH�DW�8QLYHUVLW\�&ROOHJH�/RQGRQ�������
�������ZKHUH�VKH�VWXGLHG� LQ�D�YDULHW\�RI� VXEMHFWV�
VXFK�DV�¿OP�VWXGLHV��,WDOLDQ�ODQJXDJH��DQG�)UHQFK�
OLWHUDWXUH��,Q�������VKH�REWDLQHG�KHU�0$�LQ�)LQH�$UW�
ZLWK�GLVWLQFWLRQ�IURP�&LW\�	�*XLOGV�RI�/RQGRQ�$UW�
6FKRRO��6LQFH�WKHQ��VKH�KDV�KDG�D�IHZ�VROR�VKRZV�
DQG�KDV�EHHQ�IHDWXUHG�LQ�D�QXPEHU�RI�JURXS�H[KLEL-
WLRQV�LQ�WKH�8QLWHG�.LQJGRP�DQG�WKH�8QLWHG�6WDWHV�

6KH� FUHDWHG� KHU� ¿UVW� VFXOSWXUH� VHULHV� WL-
tled The Beginning of Everything� ZKLOH� VWXG\-
LQJ� $GYDQFHG� 9LVXDO� 6WXGLHV� LQ� 1HZ� <RUN� LQ�
������ ,QWHUHVWHG� LQ� HYHU\GD\� REMHFWV�� VKH� FUH-
DWHG� VFXOSWXUHV� XVLQJ� HJJVKHOOV� DQG� PDJQHWV��
WU\LQJ� WR� JLYH� LPSRUWDQFH� WR� REMHFWV� WKDW� DUH�
GLVFDUGHG� ZLWKRXW� WKRXJKW� RQ� D� GDLO\� EDVLV�
 In L’origine des Sens �������� VKH� IXUWKHU�
GHYHORSHG� WKLV� LGHD�DORQJ�VLGH� WKH�FRQFHSW�RI� WKH�
XQFDQQ\��%\�FDVWLQJ�D�FRFRRQ��OLQLQJ�LW�ZLWK�IXU�DQG�
SODFLQJ�D� VWRQH� LQVLGH�� VKH� FUHDWHG�DQ� LQWHUDFWLYH�
ZRUN�RI�DUW�UHPLQLVFHQW�RI�Breakfast in Fur �������
E\�0HUHW�2SSHQKHLP��$XGLHQFHV�DUH�LQYLWHG�WR�SXW�
WKHLU�KDQGV�LQVLGH�WKH�IXUU\�FRFRRQ�DQG�UHWULHYH�WKH�
VWRQH��7KH�HQWUDQFH�RI�WKH�KROH�LV�QRW�YLVLEOH�GXH�WR�
WKH�GHQVLW\�RI�WKH�IXU��WKHUHIRUH�FUHDWLQJ�D�VWUDQJH�
DQG�XQSOHDVDQW�IHHOLQJ��7KLV�SLHFH�ZDV�DOVR�LQÀX-
HQFHG�E\�*XVWDYH�&RXUEHW¶V�L’origine des Monde 
������� ZLWK� ZKLFK� WKH� WLWOH� KDV� D� SOD\� RI� ZRUGV�

+DYLQJ� D� VWURQJ� LQWHUHVW� LQ� 6XUUHDOLVP�
DQG� WKH� XQFDQQ\�� GH� 0RQVHLJQDW� KDV� FRQWLQXHG�
WR� FUHDWH� PRUH� LQWHUDFWLYH� VFXOSWXUDO� VHULHV� VXFK�
DV�0RWKHU� LQ� &KLOG� DQG�7RXFKLQJ�ZLWK� WKH� (\HV��
XVLQJ� IXU� DV� D� IXQGDPHQWDO� PHGLXP� WKDW� VXJ-
JHVWV�WRXFK�DQG�WDFWLOLW\��7KH�UROH�RI�WKH�VSHFWDWRU�
LV�FUXFLDO�WR�GH�0RQVHLJQDW��ZKR�EHOLHYHV�WKDW�DUW�
ZRXOG� VLPSO\�KDYH�QR�PHDQLQJ�ZLWKRXW�D� UHFHLY-
HU�� WKHUHIRUH�� VKH� LV� LQWHUHVWHG� LQ� WKH� DXGLHQFH¶V�
H[SHULHQFH�ZKLOH�LQWHUDFWLQJ�ZLWK�KHU�DUW��7KLV�LQ-
WHUHVW�LQ�FUHDWLQJ�LQWHUDFWLYH�ZRUNV�RI�DUW�FRXOG�EH�
VHHQ� DV� LQÀXHQFHG�E\� WKH�ZRUNV�RI�%UD]LOLDQ� DUW-
LVWV� /\JLD� &ODUN� DQG� +pOLR� 2LWLFLFD� LQ� WKH� ����V�
ZKR�LQYLWHG�WKH�YLHZHUV�WR�LQWHUDFW�ZLWK�WKHLU�ZRUN�

,Q�KHU�SLHFH�Hairy Eye Ball (HEB), an edi-
WLRQ�RI����VFXOSWXUHV��HDFK���FP�LQ�GLDPHWHU���VKH�
IXUWKHU�HPSKDVL]HV� WKH� WHQVLRQ�FUHDWHG�E\� WKH� IXU�
DQG� WKH�GHVLUH� WR� WRXFK� LW��E\�HQFORVLQJ� WKH� IXU� LQ�
KDQG�EORZQ�JODVV�VSKHUHV���7KH�FRPSUHVVLRQ�RI�WKH�
IXU�DJDLQVW�WKH�VXUIDFH�RI�WKH�JODVV�FUHDWHV�D�WHQVLRQ�
DQG�SOD\V�RQ�D�VHQVH�RI�VHQVXDOLW\�DQG�WKH� IHDU�RI�
WKH�XQNQRZQ��,Q�WKLV�VHULHV�WRXFK�LV�RQO\�VXJJHVW-
HG�EXW�QRW� SHUIRUPHG�� DQG�� WKHUHIRUH�� WKH� VSHFWD-
WRU�LV�OHIW�ZLWK�DQ�XQIXO¿OOHG�GHVLUH�WR�WRXFK�WKH�IXU�

,Q�HDUO\�������GH�0RQVHLJQDW�ZDV�VHOHFWHG�
E\� -XVWLQ� +DPPRQG� WR� IHDWXUH� LQ� WKH� UHQRZQHG�
&DWOLQ� *XLGH� DQG� ZDV� ODWHU� LQFOXGHG� LQ� WKH� H[KL-
ELWLRQ� FRLQFLGLQJ�ZLWK� WKH�&DWOLQ�$UW�3UL]H��ZKHUH�
KHU� SLHFH�Mother HEB/ Loleta ZDV� WKHQ� DZDUG-
HG� WKH� 9LVLWRU� 9RWH� 3UL]H�� ,Q�Mother HEB/ Lole-
ta�� VKH�SODFHV� D�PRWRU� LQVLGH� WKH� IXU� LQ� WKH� JODVV��
FUHDWLQJ� D� PRWLRQ� ZLWKLQ� WKH� IXU� WKDW� DSSHDUV� DV�
LI� LW� LV� EUHDWKLQJ�� 7KH� YLHZHU¶V� VHQVHV� DUH� WHDVHG�
DV� KH�VKH� LV� SUHVHQWHG� ZLWK� DQ� LQDQLPDWH� REMHFW�
WKDW�DSSHDUV�WR�EH�EUHDWKLQJ�VORZO\��:LWK�WKH�LOOX-
VLRQ�RI� EUHDWK�� VKH�PDQDJHV� WR�PDNH� WKH� IDPLOLDU�
VWUDQJH�E\�FUHDWLQJ�VRPHWKLQJ�LQHUW�FRPLQJ�WR�OLIH�

Her latest series, titled Creaptures �FUHDS-
WXUHV� EHLQJ� D�K\EULG�EHWZHHQ� FUHDWXUH� DQG� VFXOS-
WXUH���KDYH�WKHLU�RULJLQV�LQ�Mother in Child���������
ZKLFK� ZDV� EDVHG� RQ� GH�0RQVHLJQDW¶V� ZHLJKW� DQG�
VL]H�DV�D�QHZERUQ��7KLV� VHULHV�ZDV�FUHDWHG� LQ�FRO-
ODERUDWLRQ� ZLWK� DUWLVWV� DQG� SKLORVRSKHUV�� VXFK�
DV� -RQQ\� %ULJJV�� &ODULVVH� G¶$UFLPROHV�� 5REHUW�
5RZODQG� 6PLWK�� DQG� WKH� DUWLVW¶V� PRWKHU� 1HWW\��
HDFK� RI� ZKRP� LQÀXHQFHG� WKH� DUWLVW� DQG� VKDUHG�
KHU� VLPLODU� WKHPHV� RI� RULJLQV� DQG� PRWKHUKRRG�

(DFK� µFUHDSWXUH¶� LV� FUHDWHG� DFFRUGLQJ� WR�
WKH� ZHLJKW� DQG� KHLJKW� RI� WKHVH� SHUVRQV� DV� QHZ-
ERUQV�� 7KHUHIRUH� ZKHQ� KROGLQJ� WKH� VFXOSWXUHV�
WKH� YLHZHU� IHHOV� D� VHQVH� RI� SUHVHQFH�� 7KH� RYDO�
VKDSHG�FUHDSWXUHV�DUH�PDGH�RI�KDQG�EORZQ�JODVV��
WKH� SURFHVV� VLJQL¿FDQWO\� UHTXLULQJ� WKH� SUHV-
VXUH� RI� DLU� LQ� RUGHU� IRU� WKH� JODVV� WR� FRPH� WR� OLIH�

7KH�JODVV�LV�DOVR�LQWHUQDOO\�PLUURUHG�E\�PL[-
LQJ�YDULRXV�OLTXLG�FKHPLFDOV�VXFK�DV�VLOYHU�QLWUDWH��

Adeline de Monseignat, L’Origine des sens, 2010



Adeline de Monseignat, Mother HEB/ Loleta, 2012

Images courtesy of Ronchini Gallery

Because of this, the mirrored ‘creapture’ 
allows for its namesake to contemplate their adult 
UHÀHFWLRQ�LQ�WKHLU�FKLOG�REMHFW��7KLV�UHODWHV�WR�/D-
can’s theory of the ‘mirror stage’ of human devel-
RSPHQW�DQG�WKH�VLJQL¿FDQFH�RI�WKH�'RSSHOJlQJHU�
�³7KH�'RXEOH´��LQ�)UHXG¶V�DQDO\VLV�RI�WKH�XQFDQQ\�

%\� FRPELQLQJ� IDPLOLDU� HOHPHQWV� LQ� XQ-
familiar and contradictory scenarios and envi-
URQPHQWV�� GH� 0RQVHLJQDW¶V� ZRUNV� DUH� DEOH� WR�
unlock our access to the weird and unnatural 
WKURXJK� WKH� QRWLRQ� RI� 7KH� 8QFDQQ\�� WKH� IDPLO-
LDU�� \HW�� VWUDQJH�� +HU� ZRUN� KRYHUV� RQ� WKH� ERU-
GHU� EHWZHHQ� FRQVFLRXV� DQG� XQFRQVFLRXV� PLQGV��
XQVHWWOLQJ� \HW� QRW� GLUHFWO\� WKUHDWHQLQJ� EHFDXVH�
WKH\� LQFRUSRUDWH� FKDUDFWHULVWLFV� WKDW� FDQ� EH�
IRXQG� LQ� WKH� IDPLOLDU� DQG� VHHPLQJO\� KDUPOHVV�

6KDKU]DG�*KRUEDQ





Anarchy’s Living Room

Upon entering the Beirut Art Center, you 
are confronted with several retro “living rooms” 
complete with shag carpets, old tv monitors, potted 
plants and other such 60s and 70s domesticity. The 
archaic television monitors of yesteryear that pepper 
these living rooms glow with fantastic dynamism as 
they are brought to life with the luminous rapture of 
the moving image. With sirenic appeal, the screens 
and living rooms beckon you to come rest your weary 
bones and let the glow wash over you. This is “Video 
Vintage 1963-1983” on loan from the Centre Pompi-
dou at the Beirut Art Center. A generous exhibition of 
72 works by 50-odd international artists, the roster 
LQFOXGHV�PDQ\�NH\�¿JXUHV� IURP�WKH� IRUPDWLYH�\HDUV�
of video art history – Marina Abramovic, Joseph 
Beuys, Valie Export, Toshio Matsumoto, Mona Ha-
toum, Bruce Naumann, Nam June Paik – and artists 
renowned for their work in other media who experi-
PHQWHG�ZLWK�YLGHR�±�¿OPPDNHU�-HDQ�/XF�*RGDUG��IRU�
instance, and playwright Samuel Beckett. 

Conventional cinema is often characterized 
by its adherence and loyalty to plot, genre, and the 
visual allure and beauty of the moving image. With 
roots in seriality, reality, mass communication, and 
entertainment, television, then, has its own rabid al-
lure. Video art is something else. The form, if a single 
“form” can be distilled, is the most vexing of those 
that deploy the moving image. A piece of video art 
FDQ� KDYH� WKH� GXUDWLRQ� RI� D� VKRUW� ¿OP� RU� WHOHYLVLRQ�
HSLVRGH��EXW�ZLWKRXW� WKH�SD\R̆�RI�QDUUDWLYH� UHVROX-
WLRQ��RU�FOL̆�KDQJLQJ�LUUHVROXWLRQ��6XVSHQGHG�LQ�WKH�
perpetual present that is contemporary audio-visual 
culture, video art is for many, perhaps most, an in-
convenience.
Curator Christine van Assche has clustered “Vid-
eo Vintage” into three sections – “Performance and 
Self-Filming,” “Television: Research, Experiments, 
Criticism,” “Attitudes, Forms, Concepts” – situated 
LQ� WKH� WKUHH� URRPV� WKDW� FRPSULVH� WKH� JURXQG�ÀRRU�
gallery.

Anyone obediently following the show’s num-
bering scheme will soon encounter Martha Rosler’s 
six-minute-long “Semiotics of the Kitchen” (1975), a 
spoof of a TV cooking show. The artist walks onto a 
kitchen set, dons an apron and, with a deadpan deliv-
ery, introduces the tools of her trade. Raising “fork,” 
“knife,” “rolling pin,” etc., she demonstrates how 

each is “used” – as a weapon. 
The short works of William Wegman, and his 

KRXQG�0DQ�5D\��DUH�MR\RXVO\�R̆EHDW��2QH�SLHFH�¿QGV�
WKH�DUWLVW�VSRR¿QJ�D�WHOHYLVLRQ�GHRGRUDQW�DG�±�VSUD\-
LQJ�DQ�XQKHDOWK\�DPRXQW�RI�WKH�VWX̆�XQGHU�KLV�DUPV��
Another, more subtle, sees Man Ray and a fellow 
hound intently following the movement of something 
R̆�IUDPH�ZKLFK��DIWHU�D�IHZ�PLQXWHV��LV�UHYHDOHG�WR�EH�
a tennis ball. In yet another work, Wegman sits with 
an attentive Man Ray to discuss the results of the 
GRJ¶V�VSHOOLQJ�WHVW��7KLV�WHOHYLVLRQ�VSRR¿QJ�VHQVLELOL-
ty continues later with a montage of madcap works by 
WKH�FROOHFWLYHV�*HQHUDO�,GHD�DQG�$QW�)DUP��FOXVWHUHG�
alongside works by Dara Birnbaum and Bob Wilson.  

Paul McCarthy’s “Upside Down Spitting - 
Bat” (1975), features a grainy black-and-white image 
of the inverted artist’s naked legs and torso writhing 
while he spits. His “Spitting on the Camera Lens” 
(1974) is equally self-explanatory. 

Chris Burden’s two-minute “Icarus” (1973) 
VHHV�WKH�DUWLVW�OD\�QDNHG�RQ�WKH�ÀRRU�ZKLOH�WZR�DVVLV-
tants place a plank on either of his shoulders. They 
pour gasoline on these “wings” and set them alight. 
Burden remains prone for a few seconds before sit-
ting up to avoid being singed. In “Shoot” (1971), Bur-
den stands before an assistant with a loaded hand-
gun, who shoots him in the shoulder. The shooter 
uses a bullet with its lead slug removed, but Burden 
is still left clutching his shoulder afterward.

If an exploratory curiosity seems to drive 
Burden’s body-centered work, artists like Valie Ex-
port and Marina Abramovic were compelled to de-
vise body art of a more political nature. “Trademark” 
�������� E\�%UD]LO¶V� /HWLFLD�3DUHQWH�� LV� DQ� H[SUHVVLRQ�
of artistic dissent to the military junta then ruling 
her country. The camera follows her bare feet as she 
walks into a room, then turns to her hands as she 
threads a needle and carefully stitches “Made in Bra-
sil” onto the sole of her foot – “Made” on the ball; “in” 
on the instep; “Brasil” on her heel. It’s excruciating to 
watch, especially when, apparently unhappy
with the look of her “s,” Parent returns to add an ex-
tra stich or two.

With so many artists challenging the premises 
of passive, non-confrontational entertainment – TV’s 
bread and butter – not all these works will appeal to 
everyone.

 ��



For those familiar with video art, and new 
media, “Video Vintage” is like a dinner party peopled 
with old friends, distant acquaintances, and the odd 
unexpected encounter. The i mplied thesis of this ex-
hibition – that video art is somehow like a dissenting 
bastard child of television– is a satisfying one. For 
newcomers, the exhibition takes steps to educate the 
unfamiliar with a comprehensive history of video art, 
introducing a plethora of seminal works and artists.  
Indeed, the exhibition’s success is very much linked 
to the audience’s familiarity and openness to the me-
dium. But, certainly, even the unfamiliar can enjoy 
the campy humor or psychedelic manipulations of 
artists like Bob Wilson and Naim Jun Paik while re-
clining in the comfort of these anarchic living rooms. 

Dominique Porter
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Interview with Vito Acconci 
American designer, performance and video art-
ist Vito Acconci (b. 1940) started his career as a 
poet but by 1969 turned to visual work, incorpo-
rating subversive social comment. The works of 
1969 were photographic records of actions such 
as Toe-Touch. From 1970 Acconci worked in per-
formances such as Tonight We Escape from New 
York (1977) held at the Whitney Museum where 
he installed a rope ladder alongside four loud-
speakers playing fragments of a racist dialogue 
sounding as if they rose and fell along the lad-
der. During the following decade Acconci turned 
his attention towards architectonic installations 
and in 1988 he opened Acconci Studio in Brook-
lyn, NY focusing on the relation between private 
and public space. Five years later, in collabora-
tion with the architect Steven Holl, He designed 
Storefront for Art and Architecture, a gallery 
space in Manhattan. The project replaced the 
existing facade of the gallery with twelve panels 
that pivot vertically and horizontally to open the 
space directly into the street. The panels open 
LQ�GL̆HUHQW�FRQ¿JXUDWLRQV�R̆HULQJ�D�FKDQJHDEOH�
façade that connects the inside and the outside.

Bianca D’Ippolito: Acconci Studio opened in 
1988, what was the main purpose at that time?

Vito Acconci: I wanted the work to be architec-
ture and not art, because architecture means cre-
ating a space that people can be in the middle of, 
they don’t have to be in front of it. I resented art 
because I hated, and still hate, the -do not touch- 
signs in the museums so I thought, the only way 
people can be part of something is creating a 
space. Maybe that’s changed somehow, but still 
I think architecture is used, art is generally seen. 
Also, I didn’t want we, Acconci Studio, to have 
total control on the project. Ideally we could 
start something but then maybe people can 
take the space into their own hands and have 
total control of it. Actually, I don’t know if we 
have really reached that. (Laughing) But I’m 
not sure how we could have got to that point.
We used to have four designers plus me, but at 
the moment we are having a hard time as we only 
have one designer working with me. That’s not 
because we don’t have commissions but because 
being a group was the most vital thing for me.

%'��,Q�WKH�ODWH���V�DUWLVWV��GDQFHUV��¿OP�PDNHUV�
and musicians began to settle in the industrial 
zone of New York, turning factories and ware-
houses into spaces for living and working. It was 
also the time of the feminist and student move-
ments and the development of performance art.  

How do you look back at that scene now?

VA: In the late 60s to early 70s, the so called 
‘gallery neighborhood’ that used to be uptown 
Madison Avenue, moved to Soho and proba-
bly the motive was that the galleries wanted to 
show where the art-doers lived. Castelli, Son-
nabend, John Weber and André Emmerich all 
opened on 420 West Broadway. In the begin-
ning, they weren’t primarily trying to sell work 
but instead, they were trying to have spaces 
in which people can do things. I think gal-
lery dealers at that time treated young art-do-
ers almost like window-dressing: they would 
present and advertise the gallery and then, 
they could take people who came into the back 
room and sell them something. Now younger 
art-doers think primarily about selling work.

BD: In the early 70s you produced some of 
your most known pieces like ‘Trademarks’, ‘Step 
Piece’ and ‘Seedbed’. Did you share ideas with 
other artists that were working at the same time?

VA: Sure. I knew Chris Burden’s work although 
I didn’t really know him until a few years later.  
Dennis Oppenheim and I knew each other really 
well. At that time, the performance world was 
much smaller so each of us knew what let’s say 
Gina Pane in France, was doing. Also, a lot of us 
had been asked to go to Europe. However in ret-
rospect, it seems that the real reason for galleries 
in Europe to bring people who were doing perfor-
mances was that they didn’t have to spend money 
to bring over work. They only had to pay for the 
art-doers’ transportation and then the art-doers 
would do a piece and the piece would disappear.

BD: You started your career as a poet but then 
shifted towards performance, video and instal-

lation, can you talk about this transition?

VA: Initially, I wanted to move on a page 
from one margin to another and from 
one page to the next. I thought that this 
would be something for the reader to do. 
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But gradually I thought: why am I moving 
across the pages when there is a real world, a 
terrain out there? So I started to think of the 
street and the sidewalk. I felt that I had to 
start doing things that nobody would even 
notice, like following people for example.

BD: Finally, you are now doing architecture 
with a strong emphasis on the public sphere. 
'RHV�WKLV�KDYH�D�SROLWLFDO�DQG�VRFLDO�VLJQL¿FDQFH�

for you?

VA: Yes, I think that the major reason for the 
doing of architecture should be to make people 
PRUH�LQÀXHQWLDO�WKDQ�WKH\�FRXOGQ¶W�EH�EHIRUH��,�
always wanted architecture to lead to some kind 
of change but obviously, most of the architecture 
is there to keep a particular culture going and 
not so much to change it. If architecture could 
ṘFLDOO\� FKDQJH�D� FXOWXUH�� WKHQ�SUREDEO\�PRVW�
of the buildings, especially in the Unites States,  
ZRXOG� EH� ṘFH� EXLOGLQJV�� ,W� ZRXOG� PDNH� VR�
much more sense if the space can be changed by 
users and respond to people’s desires rather than 
people adapting themselves to the architecture. 
There have been some little steps, but it doesn’t 
seem to happen as fast as I always thought. 
If people can do whatever they want with 
the cell phone, why can’t people do whatev-
er they want with a building? It might be a 
NLQG� RI� LQWHUHVWLQJ� ZD\� WR� JHW� DW� D� GL̆HUHQW�
culture but I don’t know if I can envision that 
culture as much as younger people could do. 
I’m curious to know how you see architecture.

BD: Architecture is a funny practice. People 
think that architects are creative in terms of 
inventing something whether it’s a building, a 
space or an object. Actually, architecture is sub-
jected to so many laws, rules, styles and struc-
WXUHV� WKDW� LW¶V�GL̇FXOW� WR�NHHS�\RXU� LQLWLDO� LGHD�
until the very end of the project. The creative 
process more often stays on a drawing or a mod-
el and it ends as soon as you start building which 

might be the raison d’être of  architecture. 

VA: Unfortunately that seems to be true. That 
is true. Sometime in the late ‘18s and ‘20s in 
the USSR, architecture seemed to be going to 
turn the world upside down and make a new 
world, but most of that was never built and 
the same Soviet Union that produced this ar-
chitects also produced a totalitarian regime. 

BD: If you had a wish for the future, what 
would it be?

VA: I know this is not going to happen in my 
lifetime, but I wonder if sometime soon all the 
architecture would move. I think we need a 
ZRUOG� WR�ÀX[�DQG�PD\EH� WKH� IXWXUH�KDV�QR�QD-
tional boundaries. In almost every country 
QRZ��SHRSOH� VHHP�WR�EH� WHUUL¿HG�RI� WKH� LGHD�RI�
immigrants because immigrants are going to 
take over ‘their’ lands, ‘their’ spaces. But there 
might not be such a thing like immigrants and 
people should be able to go as they please, over 
borders. There might not even be borders. 
I think a new world can only come from an at-
tempt to break up the known world. Now we 
think in terms of surfaces, planes and lines, but 
what if the world changes in a way that we start 
VHHLQJ�DV�D�EDE\�¿UVW�VHHV�LW��ZLWK�GRWV��ZLWK�SL[-
els, with particles so that nothing is separated 
into times? Then the world can be part of a new. 
But I think, a person stops seeing that way when 
he is one or two years old so, he doesn’t have 
too much time to think that way. (Laughing)

Bianca D’Ippolito
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above and below
sketches made by the artist during his meditation



We started the interview after Pak 
Sheung Chuen finished his frugal breakfast 
- currently staying in Texas for his Artist-in-
Residency program at Artpace, Pak explains 
that he has made good use of his time, taking in 
long bus journeys, aimlessly exploring the cities 
as well as visiting the pagan and cult temples. 
He says: "Mostly I travel abroad on my own. Its 
the best time to deal with my inner-self."

Pak is a devoted Christian who practiced 
meditation on a regular basis for seven years. 
"This helps me keep traces of how my mind 
works, as you need to concentrate and clear 
the mind." Pak is not an optimist, this is his 
way to achieve inner-peace. He has now shifted 
from meditation to creation in order to equally 
draw from, and fill, his emptiness. "Sometime 
you may feel yourself dried out for no reason, 
a feeling of hollowness…when I create I sense 
there is an energy transformation process taking 
place. You need to face your fear, and when you 
have overcome your ups and downs there is a 
VHQVH�RI�IXO¿OOPHQW�WKDW�JURZV�LQ�\RXU�KHDUW��

Pak is not a painter, sometimes his work 
even has no medium. He says: "Mostly it’s only 
an idea." If you could understand Chinese, 
you would find his work more astounding; he 
plays around with the meanings of words and 
phrases. Recently he made a work for Lehmann 
Maupin Gallery, which was a statement (or 
literal translation) about the fact that you can 
spot two full moons in the word 'moon', while 
the Cantonese pronunciation for moon means 
full. "The curator understands the meaning 

literally, unfortunately due to the limitation of 
translation, the full concept of the work could 
never be delivered in the translated English 
version."  Should the issue of cross cultural 
readings be considered as   a fundamental 
issue when making an artwork? Pak laughs 
and replies that locality should be something 
an artist wants to preserve, as it is a part of his 
practice.

It is a fruitful year for Pak. He just 
received the HKADC award for best artist of the 
year in May, and the CCAA Best Artist Award 
2012. One member of the jury, the director of 
M+, Lar Nittve, describes his art as "almost 
invisible, almost impossible to document, 
but manages to explore the human in all its 
complexities and with loving precision." His 
work is definitely not exhibition friendly, for 
that matter the artist never likes the idea of 
having an exhibition. "Exhibition will end up 
taking the work too far away from the original 
idea", he says, "however I have never fought 
with the curators. Luckily all the curators I have 
worked with appreciated my ideas, and they 
basically let me do anything I want." 

Hong Kong artists typically struggle to 
gain international attention, and Pak is one 
of the lucky few who often gets invitations 
for overseas exhibitions. His work is in the 
collection of the Tate Gallery, London and he 
has just had his work shown in the Liverpool 
Biennial. He also once did a show in the Taipei 
Fine Arts Museum (Go Home Project), but the 
institution was not keen on happenings - so the 

Interview with Pak Sheung Chuen
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artist sat and waited for someone  to happily 
DFFHSW��KLV�R̆HU�WR�DFFRPSDQ\�WKHP�EDFN�KRPH��
$W�WKH�HQG�WKH�DUWLVW�FRXOG�QRW�UHVLVW�WKH�R̆HU�WR�
stay over, joining in for a home-cooked dinner, 
drinking and having a long chat. Pak says: 
"All of my friends love this work, the mutual 
trust between people really cheers them up."  
One may feel that city life is bitter and cold, as 
people keep their distance from strangers, yet 
here the warm side of city life is demonstrated 
through the participants' act. They treated Pak 
with sincerity and shared thoughts with him, 
even though he is an outsider to the people 
of Taiwan. The heartfelt experience is highly 
cherished by Pak.

A new family member joined the Pak 
family this year, and the joy of raising a baby 
boy inspires Pak’s creativity. However, it is 
also a time for reflection. "I am now going to 
take up my family responsibilities. Previously I 
made challenging work without thinking of the 
possible consequences; I should now stay in a 
safer political zone'." To put this into context, 
Pak once did a piece which involved cutting up 
a long yellow ribbon that he had people walk 
over during a pro-democracy protest in Hong 
Kong. He then tied these cut up ribbons around 
the periphery of Tianamen Square in Beijing. 
This is a dangerous act in mainland China, 
where anything which seems suspicious to the 
Chinese police can become a threat to one's life. 
Accusations by the police can, for example, lead 
to imprisonment, bypassing all legal procedure 
as happened to Ai Wei Wei in 2011.

"Hong Kong is my home city.  It has its very own 
politics, and its vibe. The whole city is operating 
DW�DQ�H[WUHPHO\�IDVW�SDFH��,W�LV�RYHUÀRZLQJ�ZLWK�
information. People are paralyzed and dulled 
by the constant bombardment of stimulation." 
Pak wishes to re-connect the city with its 
citizens by initiating a series of art projects.  
He successfully launched Make A Change 
with various artists, and the whole project was 
documented by RTHK and broadcast on the 
free Cantonese-speaking television channels (in 
Hong Kong over 80% of the population watch 
these channels).

Make a Change  forms a series  of  
responses to our city. Some of the acts may seem 
incongruous to some (e.g. Hugging friends that 
you have missed in the middle of the crowded 
zebra crossing), but it is actually 
testing boundaries that are invisible to us. 
It shows that with free choices we can make 
changes and we should make changes; we 
could make the FLW\� EHWWHU� E\� ILJXULQJ� RXW�
alternative ways to experience it and re-
establish a connection between people. The 
essence of life is sadly lost bit by bit, and Hong 
Kong’s inhabitants are in a state of 
discomfort, as well as ODFNLQJ� LQ� VHFXULW\��
3HRSOH� ILQG� � UHDVVXUDQFH� in the security of a 
stable job, but nothing is left for them to 
discover beyond  this job. By imagining and 
suggesting change, Pak is taking steps toward 
creating a better city. 

Feng Zi Kai has had a great impact 
on Pak.  His retrospective, held in The Hong 
Kong�0XVHXP�RI�$UW�LQ�������LV�FRQVLGHUHG�E\�
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3DN� as a most remarkable show. "Feng Zi 
Kai" Pak comments, “has lived a tough life. 
He survived WW2, the Chinese Civil War and 
the Cultural Revolution. While he was labelled 
as an enemy of the state during the 
Cultural Revolution and suffered a hard 
time, he still has faith in humanity. You 
could sense the beauty of daily life in his 
show - the simplest way to have eternal joy 
is to cherish everything we have and be kind 
to every species." This is what can be seen in 
Pak's work as well - simple but powerful, lively 
phrases delivering a message that uplifts the 
spirit, and that people can immediately 
grasp.

Wing Yung

All images are from Pak Sheung Chuen's blog
http://www.oneeyeman.blogspot.co.uk/

 All images are courtesy of the the artist
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Steve McQueen Retrospective 
at Schaulager in Basel

“We live in a world that’s overly saturat-
ed by moving image and I think that the core 
of Steve’s practice is to slow that down to un-
derstand how we can perceive beauty.” James 
Rondeau, curator of the show in Chicago.

The Schaulager, transformed into a City of Cin-
emas, presents a mid-career retrospective of works by 
%ULWLVK�¿OPPDNHU�DQG�YLVXDO� DUWLVW�6WHYH�0F4XHHQ��
This large-scale exhibition, initially designed by The 
Art Institute of Chicago and co-organised in an ex-
tended version in Basel together with Schaulager and 
Laurenz Foundation Basel, includes over 20 videos 
DQG�¿OPV��VRPH�IHDWXULQJ�WKH�DUWLVW�KLPVHOI��DV�ZHOO�DV�
photographs and other works covering the last twen-
W\�\HDUV�RI�KLV�FDUHHU���7KH�¿UVW�FDWDORJXH�UDLVRQQp�IRU�
the artist is published to coincide with the exhibition.

The Schaulager is built from local materi-
als; its earth-colour surface is dotted with small 
rocks. From a distance it looks like a small part of 
WKH� ODQGVFDSH� VXUURXQGHG� E\� D� ODUJH� ¿HOG� RI� JUDVV��
but as you approach it the massive building begins 
to dominate and reveals its facade with a small gate-
house in the fronta false perspective and an entrance 
for visitors. The space was primarily designed as an 
open warehouse for the storage and preservation of 
works of art, and access to the collection is usually 
open to a limited public for the purpose of research. 
$W� WKH� VDPH� WLPH�� WZR� ÀRRUV� RI� WKH� EXLOGLQJ�
can be transformed into an exhibition space.
7KH�0F4XHHQ�VKRZ�LV�GLYLGHG�EHWZHHQ�WKRVH�WZR�OHY-
HOV��D�VHQVXDO�DQG�DOPRVW�WDFWLOH�*URXQG�ÀRRU�DQG�D�
PRUH�SROLWLFDO�/RZHU�OHYHO��0F4XHHQ¶V�6WDWLF��������
serves a transition between the external world and 
the show.  A video of the Statue of Liberty in New 
York taken from a helicopter is the only piece in the 
URRP��DQG� WKH�SURSHOOHU�QRLVH�¿OOV� WKH�HQWLUH�VSDFH���
The picture is very unstable, the camera moves 
around the Statue of Liberty, showing it close-up and 
revealing all the scratches and joints on its surface.
Through this room of colour and sound, the viewer 
PRYHV� WR� WKH� FHQWUDO� DUHD� RI� WKH�*URXQG� ÀRRU� WKDW�
QR� RQH� FDQ� DYRLG�� ZKHUH� WKUHH� RI�0F4XHHQ¶V� HDUO\�
black-and-white silent works are produced on each 
side of a large triangular column: Bear ��������Five 
Easy Pieces���������DQG�Just Above My Head����������

Steve McQueen, Five Easy Pieces, 1995, 16mm black-and-
ZKLWH�¿OP��WUDQVIHUUHG�WR�YLGHR��QR�VRXQG����PLQXWHV����VHF-

RQGV��FRQWLQXRXV�SURMHFWLRQ�

Bear LV�0F4XHHQ¶V� ¿UVW� ZRUN� SUHVHQWHG� LQ� ����� DW�
college. The viewer looks at moving images of two 
naked men, including the artist himself. The camera 
SXOOV�RXW�SDUWV�RI�ERGLHV��¿OPHG�LQ�EDFNOLJKW��WKH�ERG-
ies are not always in focus and escape from the cam-
era. Faces, feet, genitals, animalistic movements of 
strong legs, sweat and gasps, constant movements in 
D�IXVLRQ�RI�¿JKW�DQG�D�VHQVXDO�GDQFH��D�QRQ�VWRS�ERG\�
language conveying aggression, power and eroticism. 
Five easy pieces on another wall of the sculptural tri-
angle shows alternating images of men and women: 
VWHSV� RI� D� WLJKWURSH�ZDONHU� ¿OPHG� IURP� EHORZ�� ¿YH�
KXOD�KRRSLQJ�PHQ�¿OPHG�IURP�DERYH��FRQVWDQW�UHS-
etition and changes from longer shoots to close-ups 
focused on the underbelly.  Their pulsating move-
ments suggest they are in the middle of an inter-
course; a man is taking his penis out of his pants, but 
instead of masturbating, he urinates at the camera. 

0F4XHHQ�SRUWUD\V� SHRSOH� LQ� KLV�ZRUNV�� DQG�
at the same time he shows people behind the por-
traits; Adrian Searle, art critic for the Guardian, 
GHVFULEHV� 0F4XHHQ¶V� ¿OPV� DV� ³PRUH� WKDQ� WKH� YLV-
ible”.  In Just above my head, the camera looks at 
0F4XHHQ¶V� KHDG� IURP� WKH� JURXQG� OHYHO�� DQG� WKH�
artist drops out of the picture from time to time, 
leaving the viewer with the sky above his head. 
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6WHYH�0F4XHHQ��6WDWLF����������PP�FRORXU�¿OP��WUDQVIHUUHG�WR�+'�GLJLWDO�IRUPDW��VRXQG����PLQXWHV���VHFRQGV��
FRQWLQXRXV�SURMHFWLRQ��,QVWDOODWLRQ�YLHZ��

McQueen says that it does not matter where the cam-
HUD�LV�SODFHG��DQG�³¿OP�ODQJXDJH´��WKH�XQXVXDO�SRVLWLRQ�
of the camera, only helps to question the narrative.
Just behind the Bear, there is an entrance to a dark 
mirrored room, where the Pursuit is installed. Mov-
LQJ� SRLQWV� RI� OLJKW� RQ� WKH� GRXEOH�VLGHG� VFUHHQ� DUH�
UHSHDWHG� LQ� WKH�PLUURUV�� RQH¶V� VHQVH� RI� JUDYLW\� DQG�
space is misled, the awareness of one’s own body is 
ORVW��ZH�PRYH� WKURXJK� OLJKWV� DQG� VKDGRZV�RI� RWKHU�
VKHQDQLJDQV�� VHH� VRPH�¿JXUHV� DQG� VXGGHQO\� UHFRJ-
QLVH� RXUVHOYHV� LQ� GDUN� PLUURUV�� WU\LQJ� WR� GLVFRYHU�
WKH�OLPLWV�RI�WKLV�HQGOHVV�VSDFH��&RPLQJ�EDFN�WR�WKH�
central area and Bear,�ZKHUH�WZR�PHQ�FRQYHUJH�LQ�D�
¿JKW�UHSHDWHGO\��PRYLQJ�DURXQG�WKH�VSDFH��WKH�YLHZHU�
EHFRPHV�D�SDUW�RI�WKH�¿OPV��UHGLVFRYHULQJ�WKHLU�RZQ�
ERG\��IHHOLQJ�DOLYH��SUHVHQW��0F4XHHQ�FRPPHQWV�RQ�
his works: “You are very much involved with what’s 
JRLQJ�RQ��<RX�DUH�D�SDUWLFLSDQW��QRW�D�SDVVLYH�YLHZHU�

7KH� ZKROH� LGHD� RI� PDNLQJ� LW� D� VLOHQW� H[-
perience is so that when people walk into the 
space they become aware of themselves, of their 
RZQ� EUHDWKLQJ�� �«�� ,� ¿QG� LW� GL̇FXOW� WR� EUHDWKH�
ZKHQ� ,¶P� LQ� WKH� VSDFH�� 7KHUH� VHHPV� WR� EH� QR� R[-
\JHQ�� ,� ZDQW� WR� SXW� SHRSOH� LQWR� D� VLWXDWLRQ� ZKHUH�
WKH\¶UH� VHQVLWLYH� WR� WKHPVHOYHV�ZDWFKLQJ� WKH�SLHFH�´�
Labyrinths of dark corridors lead viewers to other 
ZRUNV��7KHUH�LV�QR�OLQHDU�VHTXHQFH��DV�ZHOO�DV�QR�VLQJOH�

focus point, but most of the works play with the sens-
HV��6FKDXODJHU� FUHDWHV� D�SHUIHFW� DWPRVSKHUH� IRU� WKH�
works: the cinemas are soundproof, the sound from 
one video does not spill over into another; all the works 
DUH�LVRODWHG��VXSSRUWLQJ�0F4XHHQ¶V�LGHD�RI�LVRODWLRQ�
DQG�ODQJXDJH�� �,W�LV�LPSRVVLEOH�WR�JXHVV�ZKLFK�ZRUN�
ZLOO�EH�LQ�WKH�QH[W�URRP��D�EDUUHO�UROOLQJ�WKURXJK�1HZ�
<RUN�ZLWK� WKUHH�FDPHUDV� LQVWDOOHG� LQ�GL̆HUHQW�SDUWV�
RI�LW��UHFRUGLQJ�WKH�UHÀHFWLRQV�LQ�ZLQGRZV��D�FORVH�XS�
RI�DQ�H\H�DQG�¿QJHUV�WKDW�WRXFK�WKH�IDGLQJ�H\HOLG�LQ-
timately and violently; empty and wild Giardini; each 
ZRUN�LV�GL̆HUHQW�LQ�VFDOH�DQG�TXDOLW\�RI�VRXQG��PDQ\�
ZRUNV�DUH�GRXU�DQG�GHSUHVVLQJ�� �,W� LV�GL̇FXOW�WR� LQ-
stall 20 videos in one show, as video art to a certain 
H[WHQW�GHSHQGV�RQ�WKH�H̆RUW�RI�RWKHUV���7KH�OHQJWK�RI�
ZRUNV�YDULHV�IURP����VHFRQGV�WR����PLQXWHV��PD\EH�
WKH�UHDVRQ�6FKDXODJHU�SURYLGHV�D�WLFNHW�IRU���YLVLWV���
LW�LV�LPSRVVLEOH�WR�VHH�DOO�WKH�¿OPV���,Q�Just above my 
head, the camera looks at McQueen’s head from the 
JURXQG�OHYHO��DQG�WKH�DUWLVW�GURSV�RXW�RI�WKH�SLFWXUH�
IURP� WLPH� WR� WLPH�� OHDYLQJ� WKH� YLHZHU�ZLWK� WKH� VN\�
above his head. McQueen says that it does not matter 
ZKHUH�WKH�FDPHUD�LV�SODFHG��DQG�³¿OP�ODQJXDJH´��WKH�
unusual position of the camera, only helps to question 
the narrative. Just behind the Bear, there is an en-
trance to a dark mirrored room, where the Pursuit is 
LQVWDOOHG��0RYLQJ�SRLQWV�RI�OLJKW�RQ�WKH�GRXEOH�VLGed
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screen are repeated in the mirrors, one’s sense of 
gravity and space is misled, the awareness of one’s 
own body is lost; we move through lights and shad-
RZV�RI�RWKHU�VKHQDQLJDQV��VHH�VRPH�¿JXUHV�DQG�VXG-
denly recognise ourselves in dark mirrors, trying 
to discover the limits of this endless space. Coming 
back to the central area and Bear, where two men 
FRQYHUJH� LQ� D� ¿JKW� UHSHDWHGO\�� PRYLQJ� DURXQG� WKH�
VSDFH�� WKH� YLHZHU� EHFRPHV� D� SDUW� RI� WKH� ¿OPV�� UH-
discovering their own body, feeling alive, present. 
McQueen comments on his works: “You are very 
much involved with what’s going on. You are a par-
ticipant, not a passive viewer.  The whole idea of 
making it a silent experience is so that when peo-
ple walk into the space they become aware of them-
VHOYHV��RI�WKHLU�RZQ�EUHDWKLQJ���«��,�¿QG�LW�GL̇FXOW�WR�
breathe when I’m in the space. There seems to be no 
oxygen. I want to put people into a situation where 
they’re sensitive to themselves watching the piece.” 
Labyrinths of dark corridors lead viewers to other 
works. There is no linear sequence, as well as no sin-
gle focus point, but most of the works play with the 
senses. Schaulager creates a perfect atmosphere for 
the works: the cinemas are soundproof, the sound 
from one video does not spill over into another; all 
the works are isolated, supporting McQueen’s idea 
of isolation and language.  It is impossible to guess 

which work will be in the next room: a barrel roll-
ing through New York with three cameras installed 
LQ� GL̆HUHQW� SDUWV� RI� LW�� UHFRUGLQJ� WKH� UHÀHFWLRQV� LQ�
ZLQGRZV��D�FORVH�XS�RI�DQ�H\H�DQG�¿QJHUV�WKDW�WRXFK�
the fading eyelid intimately and violently; empty and 
ZLOG�*LDUGLQL��HDFK�ZRUN�LV�GL̆HUHQW�LQ�VFDOH�DQG�TXDO-
ity of sound, many works are dour and depressing.

,W�LV�GL̇FXOW�WR�LQVWDOO����YLGHRV�LQ�RQH�VKRZ��
DV�YLGHR�DUW�WR�D�FHUWDLQ�H[WHQW�GHSHQGV�RQ�WKH�H̆RUW�
of others. The length of works varies from 54 sec-
RQGV� WR� ���PLQXWHV� �PD\EH� WKH� UHDVRQ� 6FKDXODJHU�
provides a ticket for 3 visits); it is impossible to see 
DOO� WKH� ¿OPV� DQG� YLGHRV� IURP� VWDUW� WR� HQG�� DQG� WKH�
viewers grasp a part of some works,then move on to 
others. The curators of the exhibition note that Mc-
4XHHQ�ZDV�YHU\�VSHFL¿F�DERXW�KRZ�KLV�ZRUNV�VKRXOG�
be installed.  The show does not change orgive any 
LQWHUSUHWDWLRQ� WR� WKH� DUWLVW¶V� ZRUNV�� LW� R̆HUV� D� QHZ�
experience of watching, where videos are installed 
asthe main works of art, rather than complimentary 
pieces to support other works.  The only disappoint-
ment is that the show will not be travelling to Britain.        

Ekaterina Balyaeva 

All images courtesy of Indechs.org 
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Contemporary Art as Alternative Culture:
 Wynwood Arts  District, Miami

Over the course of the last decade, Mi-
ami, Florida has been actively attempting to 
change its image and reputation as ultimate 
Spring Break destination, with little else to of-
fer aside from its beach-side nightclubs and 
clothing-optional-beyond-this-point bars. Part 
of that re-branding took place almost overnight 
in 2002, when ArtBasel opened its sister fair in 
the Magic City. The famed art fair brought with 
it gallerists, artists, auction house representa-
tives, art dealers and collectors, and shed new 
light and interest on the southern Florida city 
as a potential new hub for contemporary art.

The following year, Mark Coetzee, a 
South African curator, and Nick Cindric, gal-
lery director, brought together a host of the 
city’s most eager and prominent collectors, gal-
lery-owners and artists to develop what would 
become the Wynwood Arts District, located in 
North-West Miami, in the Design District. The 
initial idea was to give local artists a collective 
space and neighborhood in which to exhib-
it their work. Soon, however, the project sur-
passed all expectations. As it turns out, Miami 
locals and visitors alike are hungry for more than 
sun-bleached beaches and bottomless cocktails.

Driving into the Wynwood District feels 
more like the sprawling spaces of Los Angeles 
than it does rolling up 1-95 West in Miami. The 
creative minds that spurred the development 
of this district took over abandoned warehous-
es, forgotten factory spaces and hollowed out 
garages to make space for art. Similarly to the 
atmosphere of Los Angeles’ art scene, Wynwood 
JLYHV�R̆�DQ�DLU�RI�XQSUHWHQWLRXVQHVV��RI�HDJHU-
ness and of endless creative potential. Because 
this neighborhood has grown out of a relatively 
young history of contemporary art in Miami, it is 
unobstructed by the ties of legacy, of “art world 
rules” and is free to sprawl in any direction.

I would argue that this freedom is what 
makes the area so appealing not only to those 
“in the know”,  but even more so to visitors 
don’t have careers in the contemporary art 
world, who are simply curious and thirsty for 
WKHLU� GDLO\� GRVH� RI� FXOWXUH�� 7R� WKDW� H̆HFW�� WKH�
outdoor exhibition space known as the Wyn-
wood Walls acts as the central main attrac-
tion to the neighborhood, the place where peo

SOH�JHQHUDOO\�NLFN�R̆� WKHLU� WRXU�RI� WKH�'LVWULFW��
These outdoor murals make up a permanent ex-
hibition space for some of the most celebrated 
street artists of today. The likes of Space Invad-
er, Shepard Fairey and Ryan McGiness have cre-
ated in situ murals for the space, marking it as a 
key landmark on the tour around the galleries.

Staying true to its origins as former 
“Little San Juan”, or “El Barrio” – Wynwood 
was formerly the major Puerto Rican neigh-
ERUKRRG�� VLQFH� WKH� ¿UVW� ODUJH�VFDOH� ZDYHV� RI�
immigration arrived in the mid-1950s – Wyn-
ZRRG�DOVR�ERDVWV�D�VLJQL¿FDQW�DPRXQW�RI�JDOOHU-
ies dedicated to the promotion of Latin Amer-
ican art and artists; these range from young, 
emerging artists to mid-career artists to cel-
ebrating 40-year careers from local legends.
DOVR�ERDVWV�D�VLJQL¿FDQW�DPRXQW�RI�JDOOHULHV�(YL-
GHQFH�RI�WKH�LQÀXHQFH�RI�WKHVH�VKRZV�LV�WKDW�VHY-
eral of the Wynwood galleries were present at the 
2013 London edition of Pinta, the Modern and 
Contemporary Latin American Art Fair. Miami 
essentially being a bilingual city, it is key that the 
JHQWUL¿FDWLRQ�RI�:\QZRRG�DQG�WKH�LQFUHDVLQJO\�
international attention it is receiving has not 
dimmed the representation of its local and Lat-
in American artists. One of the key exhibits that 
stood out to me was held at the PanAmerican Arts 
Projects Gallery, featuring two Cubano-Amer-
ican artists, Gustavo Acosta and Carlos Gon-
zalez, working in photography, sculpture and 
painting to explore their mixed heritage and the 
intense politics of their artistic practices today.

Also important is its commitment to 
breeding local talent,  with a space dedicat-
ed to current art students: the University of 
0LDPL� 3URMHFW� 6SDFH� ZDV� JHDULQJ� XS� IRU� ¿-
nal-year student shows, highlighting student 
portfolios and on-going projects. Spaces such 
as these have been warranting the attention 
of international collectors (such as the Rubell 
family collection, the Margulies Collection and 
Dennis Scholl’s collection, installed at the for-
mer World Class Boxing arena), who have set 
up base in Miami, choosing to open up their 
private collections in such a public realm.

And indeed, the public was 
an impor tant factor in the develop-
ment of this project. The inclusion of visi
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tors from all walks of life is what, in my view,
maintains the organic quality to the neigh-
borhood. The lack of big-corporation names, 
HYHQ� LQ� WKH� VPDWWHULQJ� RI� FR̆HH� VKRSV� DQG�
boutiques around the District make you for-
get you’re in one of the biggest touristic desti-
nations of the Eastern Seaboard. The constant 
ÀX[�RI�DUWLVWV��FKDQJLQJ�ZDOO�PXUDOV��DQG�RSHQ-
ing shows give Wynwood its edge and allure.

Once a month, on every second Saturday, 
the former El Barrio opens its gallery doors late 
for a public walk through the District, featuring 
tours led by the local artists and a line-up of Mi-
ami’s most popular food-trucks, preserving the 
neighborhood quality and providing a welcome 
escape from Miami’s stereotypical attractions. 
As a native of Miami, it was a breath of fresh air 
to rediscover this space, now featuring over 70 
galleries, 5 museums, 3 private collections, 7 art 
complexes, 12 artists’ studios and 5 art fairs. As 
a student of art in what can be one of the most 
exclusive art environments in London, it was 
LQVSLULQJ� WR� VHH� WKDW�ZKDW�¿UVW�DWWUDFWHG�PH� WR�
contemporary art – the risk, the daring, the in-
geniosity, the ideas, the concepts – has evidently 
had the power to transform an entire city-scape.

Anakena Paddon
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A Failure to 
Communicate: #aiww: 

The Arrest of Ai Weiwei

Is it wise to make an icon of an icono-
clast? This question looms large over Howard 
Brenton’s play #aiww: The Arrest of Ai Weiwei 
at the Hampstead Theatre. Although the pro-
duction, based on Weiwei’s own account of his 
2011 imprisonment in the book Hanging Man: 
The Arrest of Ai Weiwei by Barnaby Martin, 
deals with many controversial issues surround-
ing Ai’s arrest and his work, the implications 
RI� KLV� FRQWLQXHG� GHL¿FDWLRQ� DV� DQ� DUWLVW� EDVHG�
primarily now on his work as an activist is un-
settlingly unanswered. Instead of these thorny 
questions about the state of Ai’s artistic merit, 
%UHQWRQ�FKRRVHV�WR�IRFXV�RQ�WKH�VSHFL¿FV�RI�KLV�
81 days incarceration: the doldrums of impris-
onment, the power of new media (see this ob-
VHVVLRQ�UHÀHFWHG�LQ�WKH�FULQJH�ZRUWK\�KDVKWDJHG�
title), and the importance of art to breaking 
down barriers of class and political persuasion. 

Art as installation here morphs into the-
atre as installation, as the stage design imitates 
the popular gallery aesthetic of a white cube, 
¿OOHG� ZLWK� FKLF� JDOOHULQDV� DQG� FDPHUD�KDSS\�
hipsters, live tweeting from their seats on stage 
�RQH�ZRQGHUV�DW�WKH�ERQD�¿GHV�RI�DFWRUV�SDLG�WR�
sit on the side-lines and watch a performance 
night after night?) The centrepiece of their fasci-
nation is a huge wooden shipping container, dis-
assembled to reveal the main actors and scene. 
Set designer Ashley Martin Davis creates two 
environments for Ai’s interrogations within this 
FUDWH��WKH�EDUH�ṘFH�VW\OH�IXUQLWXUH�RI�WKH�%HL-
jing murder squad department, and the taped 
and papier-mâchéd interior of the army bar-
racks. This theatre-within-a-theatre conceit is 
not only a clever way to set the production apart 
(those in the paying audience were covertly 
photographing the odd design) but also served 
to underscore a main theme, namely that Ai’s 
ordeal at the hands of the Chinese government 

is fast becoming his most powerful work of art, 
the one most eagerly devoured by the art world.

As an artist, Ai has always favoured mes-
sage over medium, philosophy over form, and 
has skilfully manipulated the media to help cre-
ate his art alongside him, seen daily in his ex-
tremely active Twitter feed. Therefore it seems 
RQO\�¿WWLQJ�WKDW�D�SOD\�DERXW�KLP�GHIHQGLQJ�KLV�
DUW�LV�VSHFL¿FDOO\�FUHDWHG�WR�UHÀHFW�WKH�DFW�RI�YLHZ-
ing, on multiple levels and through multiple me-
dia. Not only is the action of the story viewed by 
faux gallery-goers seated along the sides, but the 
CCTV cameras recording Ai’s cell are also pro-
jected from two monitors facing the audience, 
which records his sleeping, eating, and even 
daily bodily functions. Ai has become a living 
work of art is one possible take away message. 

As much as his politics and philosophy 
has sold his art, his personality has done even 
PRUH�� 7KH� WDVN� RI� ¿QGLQJ� DQ� DFWRU� XS� WR� WKH�
challenge of capturing the loveable curmudg-
eon of Ai seemed an indomitable one, but Ben-
edict Wong not only brings to life his famous 
wit and genuine warmth, but also captures how 
these characteristics are dulled by frustration 
and ennui during the many hours of his captiv-
ity. Swinging from bemused boredom to violent 
rage within the same scene, Wong shows the 
slow breaking of his audacious spirit through 
the bewildering ordeal of his interrogation. 

Because bewildered is the best word for 
the emotions on both sides of the interrogation 
table. The Beijing police, hardened toughs from 
the murder investigation department, are un-
sure of how to approach Ai, while he remains 
in the dark of what, if any, charges are being 
brought against him. This détente leads to the 
best moments of the play showing how this po-
litical tyranny can be overcome by quotidian in-
teractions: a prison guard plays Mario Bros. on 

��



his phone, the interrogators and Ai trade Beijing 
hand-pulled noodle recipes, and two army of-
¿FHUV�FLUFXPYHQW�WKH�HYHU�SUHVHQW�&&79�FDPHU-
as to discuss their home lives with their prisoner. 

In these moments, where the formality 
of the interrogation gives way to a more human 
interaction, when Wong is most ably supported 
by his co-actors, David Lee-Jones, Richard Rees 
and Orion Lee, who take turns as interrogators. 
Because of the nebulous charges facing Ai, the 
chief goal of the interrogators are to get him to 
confess, to any crime stemming from his some-
times outrageous, and outrageously priced, art. 
Like Socrates, he is seemingly charged with 
corrupting the youth, through actions such as 
SRVWLQJ�SLFWXUHV�RI�KLPVHOI�JLYLQJ� WKH�¿QJHU� WR�
Tiananmen Square and having a baby with his 
mistress. What rankles his captors – and pre-
sumably the Chinese government – the most 
though is the exorbitant prices his works fetch, 
leading them to label him a conman who swin-
dles the public out of money for junk. The un-
comfortable shifting in seats this revelation 
LQVSLUHG�LQ�VRPH�LQ�WKH�DXGLHQFH�ZDV�GXH�WR�¿QG-
ing that their views of the art market might more 
closely align with the Communist party plat-
form than the protagonist-hero of this tale, al-
though even Ai doesn’t defend the prices, shrug-
JLQJ� R̆� WKH� UHVSRQVLELOLW\� RQWR� KLV� JDOOHULHV��

The interrogation scenes are taken al-
most verbatim from Ai’s own account, and are 
truly the heart of the play, but the few instances 
Brenton deviates from fact into imagining and 
projection is when the pacing stumbles and any 
VXEWOHW\� HYDSRUDWHV�� 7KH� ¿UVW� LV� DQ� LPDJLQHG�
scene between two high-ranking and unnamed 
&KLQHVH� ṘFLDOV�ZKR� GLVFXVV� $L¶V� IDWH� DQG� WKH�
possible implications his trial could have for 
his domestic and international image. David KS 

7VH�SOD\V�WKH�KLJKHU�UDQNLQJ�RI�WKH�WZR�ṘFLDOV��
and his oily mannerisms are as overwrought as 
the elaborate staging for these interim scenes, 
which features Mozart (why?) and ghastly giant 
prunus paintings. The overstated tone of these 
two scenes breaks the frenetic energy building 
in the Ai scenes and the dialogue feels manu-
factured, as indeed it was. Director James Mc-
Donald had until this point brilliantly created 
a slowly rising crescendo with the pacing in the 
interrogation scenes, which conveyed through 
interwoven lull and bombastic outbursts the 
psychological torment of interrogation, the 
crushing boredom of imprisonment. To throw 
this masterfully fashioned tension seems a 
waste on such an obvious statement about the 
SDUDQRLD�DQG�K\SRFULV\�RI�&KLQHVH�ṘFLDOGRP��

Another stumbling block is, unfortu-
nately, the ending monologue, a speech that un-
der the guise of summing up produces the feel-
ing that it contains more words but less meaning 
than all that has come before. However, as the 
speech is directly addressed to the audience, 
as many of Ai’s inner thoughts are throughout 
the play, perhaps it is an appeal from the real 
Ai Weiwei, reaching his audience tangential-
ly, as he is currently unable to leave Mainland 
China. Benedict Wong does his best to sell the 
clichéd recreation of Ai’s famous ‘Dropping a 
+DQ� '\QDVW\� 8UQ�¶� EXW� WKH� H̆HFW� LV� PXWHG� DV�
the monologue drags into the tenth minute. 

The play ran from 11 April to 18 May, 
and was screened online for free on multi-
ple platforms including hampsteadtheatre.
com and youtube.com/hampsteadtheatre, 
adding yet another layer of watchers, which 
might include both citizens and government 
ṘFLDOV� LQ� &KLQD�� SURYLQJ� WKDW� HYHQ� UHPRWHO\��
$L�:HLZHL� LV� D�PDVWHU� DW� ¿QGLQJ� DQ� DXGLHQFH�

Hillay Chassé
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You’re Not Such a 
Dumbass, Ai Weiwei

Sing for us Ai Weiwei!  And sing he did.  
The demands from the bored guards during 
Ai’s 81- day detainment in 2011 have inspired 
the artist to venture into rockstardom, with the 
release of his music video Dumbass.  It is the 
¿UVW�VLQJOH�IURP�KLV�DOEXP�The Divine Comedy 
expected to be released on June 22, the second 
anniversary of his release.  The music video set 
in Ai’s prison cell skips between reality and fan-
tasy.  It chronicles his daily experiences from 
showering to shitting, all the while constantly 
under the supervision of two young male guards 
and jumps to fantasy scenes of scantily clad 
women dancing with the men, as imagined by 
the guards.  Ai’s voice can be heard screaming 
highly political lyrics, which grounds the seri-
ous message of the hard-core rock music video.

Ai is a contemporary Chinese artist who 
has gained international acclaim with such 
works as his 2010 6XQÀRZHU�6HHGV in the Tate 
Modern.  The installation amassed one hundred 
PLOOLRQ�KDQG�SDLQWHG�SRUFHODLQ�VXQÀRZHU�VHHGV�
made at Jingdezhen, the epicentre of Chinese 
porcelain production. Vistors to the show were 
welcome to particpate in experiencing the sea of 
seeds, which were laid out in a bed that covered 
WKH�ÀRRU�RI�WKH�H[KLELWLRQ�KDOO����7KH�PDVVLYH�QXP-
EHU�RI�VXQÀRZHU�VHHGV�DOORZHG�IRU�D�FRQQHFWLRQ�
between the mass production and consumption 
of the rapid industrialization of China and the 
loss of individuality in such number and size.

In recent years, his public criticism 
through interviews and social media of the Chi-
nese government and policies has brought him to 
the forefront as a political activist.  His assistance 
in the design of the Beijing National Stadium 
for the 2008 summer Olympics resulted in him  
not attending the opening ceremony in 2008.  
Even extending his criticism to those involved 
with the preparations for the games such as 

directors Steven Spielberg and Zhang Yimou.  
He witnessed the steps taken to ship unwant-
ed citizens outside Beijing.  As an artist he 
believed it to be his moral responsibility to 
shed light on such inequalities, which forced 
him to step away from the Beijing Olympics.

The connection between Ai’s work and 
the political and social environment of today’s 
China are tightly linked.  This notoriety made 
him a public target and he was consequently 
arrested and detained unlawfully in 2011 for a 
SHULRG�RI����GD\V��+LV�SDVVSRUW�ZDV�FRQ¿VFDWHG�
after his release causing him to remain in China.   
Ironically, his international presence is stronger 
than ever through the exhibition of his works like 
the current display in Hong Kong of milk powder 
tins arranged in the shape of China, which relate 
to the 2008 baby food scandal.   The installa-
tion comments on the hidden facts about the 
production of domestic products and inequal-
ities in accessing simple necessities.   By trap-
ping him, China has  given his argument more 
validity and an avenue to express the injustice 
he has experienced.  His memories of his time in 
detainment provided the catalyst for his Dum-
bass music video along with his hotly anticipat-
ed installation S.A.C.R.E.D that will be exhibit-
ed in the upcoming 55th Biennale Di Venezia.

The music video begins with loud fan-
fare similar to a Metallica song. Ai  is sitting 
in a dark room with a black bag covering his 
head. The Chinese characters read: ‘suspected 
criminal’.  The musical accompaniments do not 
sound as violent as popular Chinese heavy metal 
songs, yet, the anger is  strongly felt.   Ai’s voice 
drags along recalling a Beijing Opera singer, yet 
does not ever achieve the pitch of one.  Both as-
pects come together like a painting on canvas, 
with traditional Chinese musical performance 
against a contemporary musical arrangement.  

��



Throughout the video he is shown in the same 
GDUN� URRP� ¿UVW� JHWWLQJ� KLV� SLFWXUH� WDNHQ� IRU�
the records.  He then constantly paces back 
DQG� IRUWK� LQ� WKH� FRQ¿QHV� RI� KLV� FHOO� ZLWK� WKH�
two guards following his every step.  He eats, 
sleeps, and excretes under the constant su-
pervision of the guards losing all privacy and 
basic dignity.  The realities of his experienc-
es are called into question when at the end of 
the video Ai shaves his head and is once again 
pacing back and forth in his cell this time 
GUHVVHG�LQ�VLPLODU�RXW¿WV�WR�WKH�IHPDOH�GDQFHUV�
of the guards’ fantasies. He is now completely 
stripped of all dignity and left to be the joke.

The lyrics that go with the video reso-
nate with the imagery even further.  As Ai sings, 
‘Stand on the frontline like a dumbass, in a 
FRXQWU\�WKDW�SXWV�RXW�OLNH�D�KRRNHU���7KH�¿HOG¶V�
full of fuckers, dumbasses are everywhere’. The 
connections made are so explicitly drawn, one 
would have to be deaf, dumb and blind not 
to recognise Ai’s aims.  He once again takes a 
stance against those who work with the sys-
tem he directs his critiques towards.However, 
the audience that should see the video are the 
ones who do not even know of its existence.  

The vast majority of the Chinese in Main-
land China know very little about the acclaimed 
international artist and his political activism.  
Since the video was released on May 22nd, there 
have already been over 240,000 views on You-
Tube.  These numbers only represent the interna-
tional audience who do have access to Ai’s work.

One is left wondering the motivation 
behind Ai’s foray into a realm of artistic ex-
pression so foreign for the artist.  His last at-
tempt at such song and dance was his parody 
of Gangnam Style, by South Korean artist PSY. 
The video, which was also uploaded onto You-
Tube, garnered a large viewership and revealed 
a playful side of Ai.  However, it still held fast 
WR� VRFLHWDO� FULWLTXHV� DV� KH� GDQFHG� KDQGFX̆HG�
although not as explicitly fuelled as Dumbass.  
The subtle societal critiques of the Gangnam 
Style lyrics were lost, as the song became a 
dance sensation.  Dumbass could be an attempt 
by Ai to make a stronger connection to politi-
cal awareness through popular Internet media.

When watching the Dumbass music video 
one should regard it as an artwork rather than 
something of true musical endeavour.  It is a 
work of collaboration with the lyrics and vocals 
by Ai, musical arrangements by Zuoxiao Zush-
ou a rocker and fellow contemporary artist and 
cinematography by Christopher Doyle, who is 
well respected for his works.  By doing so, the 
overt political message of the video is heard 
loud and clear and one can appreciate the sig-
QL¿FDQFH�RI�WKH�H[SHULHQFH�DQG�FULWLTXH���6DGO\��
if Dumbass were to be taken for musical enjoy-
ment, the political message would be complete-
ly lost.  Although Dumbass can be appreciated 
for its political statement, it will not be added 
to the rotation of many iTunes playlists or reach 
mainstream billboard success anytime soon.  

Ai should  be acknowledged for his 
bravery, for allowing the public to view the in-
dignity he experienced while in prison. Initial-
ly one chuckles at the sight of Weiwei cross 
dressing, wearing red lipstick and a hooker-like 
RXW¿W��+RZHYHU��DIWHU�VRPH�UHÀHFWLRQ�WKH�PHV-
sage seeps in and one can feel the pity of such 
a sight.  The end of the music video merges 
the reality and fantasy, leaving you the viewer 
inan uncomfortable seat.  Whether or not  you 
want to laugh at such a comical sight, howev-
er, you are drawn back to the fact that these are 
the memories and experiences of a man who 
was completely stripped of common rights.

Ha-Thu Nguyen
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Robert Mapplethorpe at  Au Debut 
(works from 1970 to 1979) 

The Gallery Xavier Hufkens is currently ex-
hibiting a retrospective on Robert Mapplethorpe’s 
(1946-1989) early works in their new space at 107 Rue 
St-George, Brussels. Even when his photographs have 
been shown innumerable times, the present retrospec-
tive focuses only on his early and lessen known pieces 
that date from 1970 to1979. Far from his black and 
white trademark of gelatin silver prints, Mappletho-
rpe has turned to the immediacy of Polaroid and pho-
tographic collage to portray lover and friends, such as 
3DWWL�6PLWK��6DP�:DJVWDII�DQG�-RKQ�0F.HQGU\��DOO�RI�
ZKLFK�SOD\HG�D�VLJQLILFDQW�UROH�LQ�ODXQFKLQJ�KLV�FDUHHU��

For Mapplethorpe’s enthusiasts, it is a must 
see exhibition that features nearly a centenary of pic-
tures, most of which were never before publicly seen. 
Other famous tropes such as still-lives, nudes 
and the New York gay scene scatter around the 
gallery in a show that launches the view-er 
directly into Mapplethorpe’s early practice.��

.QRZQ� IRU� KLV� VH[XDOO\� FKDUJHG� DQG� RYHUW�
QXGHV��DV�ZHOO�DV�KLV�SRLVHG�DQG�H[FHSWLRQDOO\�UHILQHG�
photographs, Mapplethorpe made his debut in the 
HDUO\� ��¶V�ZKHQ� FXUDWRU� -RKQ�0F�.HQGU\� JDYH�KLP�
KLV�ILUVW�3RODURLG�FDPHUD��$W�WKH�WLPH��0DSSOHWKRUSH�
was living together with musician/poet Patti Smith, 
DQ� LQIOXHQWLDO� IDFWRU� LQ� WKH�ZDNH� RI� KLV� FDUHHU� RULJ-
LQDWLQJ� KLV� ILUVWV� SRUWUDLWV� RI� IDPHG� VXEMHFWV��*LYHQ�
the intimacy of the context, his Polaroid instants 
show a degree of vulnerability and closeness lack-
ing in his mature work, although the sense of emo-
tional strength, light and an aesthetic research of 
his signature style are still latent. These early works 
divulge the thematic that would pervade through-
out his career while at the same time providing a 
more prominent and personal insight on the de-
velopment of his life as an artist.  Compared to his 
later work, the familiar and spontaneous approach 
of the Polaroid pictures provides an eloquent con-
WUDVW� WR� WKH� VOHHN� ILQLVK� RI� KLV� VWXGLR�SKRWRJUDSK\����

The show is fresh as it turns the focus away from 
the controversy and the puritan dictums that KLV�ZRUN�
ZDV�HDUO\�VXEMHFWHG�WR��FHQWHULQJ�LQVWHDG�on 
Mapplethorpe’s way of working and the pro-cess that 
eventually led to ripen his mature style. 

107 Rue St-George, Brussels

,W�LV�DQ�H[KLELWLRQ�WKDW�DQ\�0DSSOHWKRUSH�D¿FLRQDGR�
ZLOO�HQMR\�DV� LW�VKHGV�DQ�XQXVXDO�SHUVSHFWLYH�RQ�KLV�
work providing a thorough understanding of his evo-
lution both in theme and style. Through the select-
ed body of work and chronological curating, Xavier 
Hufkens gallery has managed to produce a qualita-
tive and innovative show, which must have been un-
deniably challenging due to his over-exposed career.

Pauline Simon

All images courtesy of Xavier Hufkens Gallery, Brussels 

Photo-credit: Allard Bovenberg, Amsterdam
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Keith Haring
Political line

Keith Haring, Ragan’s Death Cops Hunt Pope, 1980

A large retrospective with over 200 works 
by Keith Haring is showing in Paris at Musee D’Art 
Moderne from April to August 2013. The works 
date from 1978, when Haring moved to New York, 
WR������ZLWK�KLV�ODVW�XQ¿QLVKHG�SDLQWLQJV��&XUDWHG�
thematically, the show emphasizes the devotion to 
the social and partly activist side of Haring’s practice. 

The title of the exhibition Political line 
establishes a context for the show. It is not con-
WUDFWHG� WR� WKH� LOOXVWUDWLRQ� RI� VSHFL¿F� WRSLFV� W\S-
ically found in the artist’s practice, such as the 
late predisposition to the questions of death or 
AIDS. The show rather presents a more sophis-
ticated view with questions of politics and pub-
OLF� DUW�� DQG� WKH� H[KLELWHG� ZRUNV� UHÀHFW� WKH� FRQ-
troversial politics of that period in America.

Main sub-themes are presented directly 
and occur according to the topics of the rooms and 
gallery guide: the individual against the state; cap-
italism; works in public space; religion, mass me-
dia, racism; ecocide, nuclear threat, apocalypse. 
These themes of the exhibition successfully reveal 
the diversity of Haring’s practice to the audience.

&XUUHQWO\� WKH� SUREOHPV� RI� SROLWLFV�� VRFLDO�
connotations, subcultures, street life, and environ-
PHQWDO� LVVXHV�DUH�VLJQL¿FDQW� WRSLFV� LQ�FRQWHPSR-
rary art and society, and Haring was an important 
¿JXUH� WR� WUDQVSRUW� VRFLDO� PHVVDJHV�� � ,Q� WKH� ODWH�
1980s his messages devoted to the AIDS issue 
were brought to the public, which had, together 
with the activist practices of other artists, a sig-
QL¿FDQW� LPSDFW�RQ� WKH� FKDQJH�RI� WKH�SROLWLFV�GXH�
to the evoked rise of publicity of these issues. His 
famous slogan “Silence = Death” embodies the ac-
tivist and propagandistic character of his practice.

This exhibition, however, aims to demon-
strate the legacy of the artist’s life rather than 
one separate thematic. With that The Politi-
cal Line explores the critique of capitalism and 
mass media in Haring’s work. An impact of the 
acquaintance with Andy Warhol is conveyed 
through such sub-themes as a critical perception 
of the commoditised culture and mass media. 

7KH� FULWLTXH� LV� VHHQ� LQ� +DULQJ¶V� JUḊWL�
W\SH�GUDZLQJ�RI� WKH�&RFD�&ROD�FDQYDVHV�RU� LQWUR-
ducing dollar signs to his complex comics canvas-
es together with a sarcastic Andy Mouse, a paro-
dy to Micky Mouse hybridized with an image of 
Andy Warhol. Here is presented the relationship 
of Haring with other leading American artists 
Warhol and Jean-Michel Basquiat, each having 

 high recognition in the art world today. Pile for 
Crowns for Jean-Michel Basquiat, a painting ex-
ecuted in 1988, pays homage to Haring’s friend 
Basquiat, who died of a drug overdose. Togeth-
er Haring, Warhol, and Basquiat share interest 
in subculture, street life and nightclubs. Haring’s 
works in public space and subway drawings sig-
QL¿FDQWO\� JUDVS� WKH� SROLWLFDO� OLQH� LQ� KLV� SUDFWLFH�

This exhibition solves the issues which cu-
UDWRU� -H̆UH\� 'HLWFK�PHQWLRQHG� LQ� KLV� HVVD\�Why 
the dogs are barking in 1982 that questioned 
whether the public works were supplementary or 
secondary for Haring, which was a common cri-
tique of Haring’s practice, and whether they served 
as advertisement for his drawings and paint-
ings. Deitch in his essay subverts this by suggest-
ing that on the contrary, Haring’s public works 
could be seen as a primary aspect of his practice.
 In The Political Line curators found  a bal-
ance: both practices, made as a public art and paint-
ings, appear complementary and not exclusive. As 
a result they together built the political context of 
the retrospective. For instance, subversive char-
acter is explored in the cut-up series of the 1980s: 
Reagan: Ready to Kill or Mob Flees at Pope Rally. 
Haring created controversial messages by cutting 
the words from the newspaper headings and re-
arranging them. The cut ups were shown in 
public zones, including subways, so the art-
ist adopted a role of the speaker with a public.

Keith Haring: “They [cut-ups] had a sense 
of humour, but at the same time, they seemed a lit-
tle bit real, so people were forced to confront them. 
Some people were infuriated by them and would 
VFUDWFK� WKHP�RU� ULS� WKHP�R̆��3HRSOH�KDG�QR� LGHD�
where they were coming from, but they really made 
RQH�RI�WKH�¿UVW�ELJ�PDUNV�LQ�SHRSOH¶V�FRQVFLRXVQHVV�´



Haring, as an agent of a young gener-
ation, articulated in this form the doubts re-
ferring to the politics of the leading govern-
ment. These works bare the dissonance of 
the society and condemnation of power, such 
as the Reagan’s support of the Vietnam War.

The show is logically built.  Straightfor-
ward messages conform a core of Haring’s prac-
tice. Continuous lines of white chalk on black 
board, found objects and canvases; cut-ups and 
FROODJHV�� DQG� XVH� RI� D� ÀXRUHVFHQW� SDLQW� UHPLQLV-
cent of a nightclub belong to the signature style of 
the artist. Haring’s technique evolves through the 
perspective of street art, where his drawings had to 
become fast and straightforward as in the culture 
RI� JUḊWL��*UḊWL� DUWLVWV� KDG� D� FKDOOHQJH� WR� UHQ-
der their messages before anyone got to see them, 
and thus the medium became political in itself.

The Political Line unfolds the issues of 
the power of embedding acts of violence, the 
relationship of the individual and state, gen-
der politics, and public and crowd. Many of the 
ideas, including environmental issues and nu-
clear power still appear relevant today. The 
show explores the American political line of the 
1980s and the political engagement of Keith 
Haring as a public speaker, activist and artist.

Elena Efremova

Image Courtesy of The Keith Haring Foundation, New York 
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The Fondation Beyeler

Every year, for one week in June, a small and 
quiet city with a population of less than 200,000 peo-
ple becomes a contemporary art mecca. The undeni-
DEOH�ÀDVK�DQG�FDVK�RI�$UW�%DVHO��DQG�D�KRVW�RI�VPDOOHU�
fairs and events including Liste and SCOPE, draw 
in galleries, wealthy art collectors, and visitors from 
around the world. Ten minutes from these hundreds 
of gallery stalls bursting with works for sale, the Fon-
GDWLRQ�%H\HOHU� R̆HUV� D� VOLJKWO\�PRUH� VHUHQH� UHVSLWH�
for the weary art lover. Set in a beautiful garden, 
and housed in a museum designed by Renzo Piano 
(the architect responsible for the Centre Pompidou), 
OLHV� WKH� DUW� FROOHFWLRQ� RI� (UQVW� DQG� +LOGD� %H\HOHU��

Founded by Ernst and Hilda in 1982, Fonda-
WLRQ�%H\HOHU� GLG�QRW�¿QG� LWV� SHUPDQHQW�KRPH�XQWLO�
�����ZKHQ�WKH�PXVHXP�RSHQHG��(UQVW�%H\HOHU�SDVVHG�
away in 2010, two years after his wife, and during his 
lifetime he was a renowned and well-connected art 
dealer and collector. He built his fortune and reputa-
tion acquiring and selling the works of modern mas-
WHUV�VXFK�DV�&H]DQQH��0RQHW�DQG�.DQGLQVN\��$�SRZHU�
EURNHU�RI�WKH�DUW�ZRUOG��%H\HOHU�JRW�RQ�ZHOO�ZLWK�DUWLVWV�
including Picasso and often helped major museums 
acquire important works. The bustling transactions 
RI�$UW�%DVHO�DUH�VHHPLQJO\�ZRUOGV�DZD\�IURP�WKH�OLJKW�
DQG�EHDXWLIXO�)RQGDWLRQ�%H\HOHU��EXW�WKH�WZR�DUH�FRQ-
QHFWHG�LQ�WKHLU�RULJLQV��$V�PXFK�D�FDQQ\�EXVLQHVVPDQ�
DV�DQ�DUW�ORYHU�ZLWK�D�NHHQ�H\H��%H\HOHU�ZDV�RQH�RI�WKH�
WKUHH�IRXQGHUV�RI�$UW�%DVHO��FHPHQWLQJ�WKH�FLW\¶V�SR-
sition in the international world of contemporary art.

7KH�PXVHXP�EHDULQJ� WKH�%H\HOHU�QDPH�ZDV�
EXLOW� WR� VKDUH� WKH� FRXSOH¶V� H[WHQVLYH� FROOHFWLRQ� RI�
modern art with the world and is open every day of 
the year. The collection contains works that range 
IURP�QLQHWHHQWK� FHQWXU\�$IULFDQ�¿JXUHV� WR�0RQHW¶V�
water lilies, Picasso paintings and Warhol silkscreens.

$VLGH� IURP� VKRZLQJ� LWV� RZQ� FROOHFWLRQ�� WKH�
)RQGDWLRQ� %H\HOHU� DOVR� ZRUNV� ZLWK� QXPHURXV� RU-
ganisations to borrow and lend works, regularly or-
JDQLVLQJ� ODUJH� H[KLELWLRQV� LQ� LWV� VSDFH�� 7KLV� WLHV� LQ�
ZLWK� WKH� %H\HOHUV¶� JRDO� WR� JHQHUDWH� DQ� LQWHUHVW� DQG�
love for art in younger generations, a remit that 
FRPHV�WKURXJK�LQ�WKH�PXVHXP¶V�FXUDWRULDO�VWUDWHJLHV��

On a recent visit in June, the Fonda-
WLRQ� %H\HOHU� KDG� RQ� GLVSOD\� D� VHOHFWLRQ� RI� ZRUNV�
IURP� LWV� FROOHFWLRQ�� DV� ZHOO� DV� H[KLELWLRQV� IRU�
0DXUL]LR� &DWWHODQ�� $QG\� :DUKRO� DQG� D� ODUJ-
HU�� ZHOO�SXEOLFLVHG� 0D[� (UQVW� UHWURVSHFWLYH�

7KLV� ODVW� VKRZ� WUDYHOOHG� WR� %DVHO� IURP� WKH� $OEHUWL-
na museum in Vienna, and on display are over 160 
ZRUNV� VSDQQLQJ� WKH� DUWLVW¶V� FDUHHU�� � $V� PLJKW� EH�
H[SHFWHG� IRU� D� UHWURVSHFWLYH� RI� WKH� GHYHORSPHQWV�
LQ� (UQVW¶V� ERG\� RI� ZRUN�� ZDOO� WH[W� LQ� WKH� H[KLEL-
WLRQ� H[SODLQV� WKH� GL̆HUHQW� SHULRGV� RI� KLV� FDUHHU�� ,W�
is more overtly educational in nature, describing 
a number of techniques used by the inventive and 
innovative Ernst, such as frottage and grattage.

$� YHU\� GL̆HUHQW� VRUW� RI� GLVSOD\� FDQ� EH� VHHQ�
RQ� WKH� VDPH� ÀRRU� LQ� WKH� URRPV� GHGLFDWHG� WR� WKH�
%H\HOHU¶V�SHUPDQHQW�FROOHFWLRQ��7KH�FROOHFWLRQ�LV�UH-
hung several times a year, and much work is clear-
ly put into these displays. The aim seems to be a 
MX[WDSRVLWLRQ� RI� ZRUNV� WKDW� LV� IUHVK�� RFFDVLRQDOO\�
humorous, and which might create interesting dia-
logues or inspire a reconsideration of works. This 
is achieved to varying degrees, but overall the ap-
proach seems to yield results that are well consid-
HUHG� \HW� DFFHVVLEOH�� R̆HULQJ� VRPHWKLQJ� RI� LQWHUHVW�
to the art world insider and typical tourist alike.

,Q�RQH��RI�WKH�¿UVW�JDOOHULHV��RQH�ZDONV�WKURXJK�
D�UHFWDQJXODU�URRP�ZLWK�$IULFDQ�DQG�2FHDQLF�ZRUNV�
on either side, to be  greeted at the end of the dis-
SOD\� E\� D� VWDLQOHVV� VWHHO� 7ZHHW\�%LUG�E\� -H̆�.RRQV�
(Titi, 2004-2009).  The degree to which this dis-
play is humorous or thought provoking is debatable, 
the comparison seems a bit crude, but this 
is probably the weakest gallery in the muse-
XP�� ,Q� DQRWKHU� JDOOHU\�� $OEHUWR� *LDFRPHW-
WL� DQG� %DUQHWW� 1HZPDQ� EULQJ� WKH� VSDFH� WR� OLIH��

2Q�RQH�VLGH�LV�*LDFRPHWWL¶V�Grande Femme III 
��������WKH�HORQJDWHG�¿JXUH�VWDQGLQJ�RYHU�WZR�PHWUHV�
tall beside The Way II (1969), and a medium-sized 
1HZPDQ�SDLQWLQJ�GRPLQDWHG�E\�GHHS�FULPVRQ��ZLWK�
wide strips of black on either side. The vertical lines 
DQG�LQWHQVLW\�RI�WKH�UHG�VHHP�WR�FRPSOHPHQW�*LDFRP-
HWWL¶V� VFXOSWXUH��EXW� WKLV� UHODWLRQVKLS� LV� FRPSOLFDWHG�
E\� WKH� WZR� RWKHU� WDOO� *LDFRPHWWL� ¿JXUHV��L’Homme 
Qui Marche II and Grande Femmer IV (both 1960), 
DQG� 1HZPDQ¶V� Uriel (1955) on the wall opposite. 
L’Homme strides out in front of Uriel, a large painting 
RYHU�WZR�PHWUHV�WDOO�DQG�DOPRVW�¿YH�DQG�D�KDOI�PHWUHV�
wide. On the other side of the painting is the third 
VFXOSWXUH��,Q�FRQWUDVW�WR�WKH�VPDOOHU��GDUNHU�1HZPDQ�
DQG�*LDFRPHWWL¶V� H[LVWHQWLDO� ¿JXUHV��Uriel is a light 
aqua-blue in colour, with a couple of dark coloured 
zips of varying widths on the far right of the painting.
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Uriel is not part of the Beyeler collection but was 
the only painting Newman made in 1955, after 
which he produced no works for two years un-
WLO� DIWHU� KLV� ¿UVW� KHDUW� DWWDFN� LQ� ODWH� ������ 1HZ-
man would later die from another heart attack 
LQ� ������ D� \HDU� DIWHU� KH� FRPSOHWHG� The Way II. 

7KH�ZD\�WKH�*LDFRPHWWL�¿JXUHV�LQWHUDFW�ZLWK�
the pale blue and the vivid red of the paintings, and 
the way the two paintings work by facing each other 
FDQ�YDU\�IRU�WKH�YLHZHU��+RZHYHU��WKH�ZRUNV�RI�HDFK�
DUWLVW�FOHDUO\�LQÀHFW�XSRQ�WKH�ZRUNV�RI�WKH�RWKHU�LQ�WKLV�
room, perhaps helping the viewer to see one or both 
RI�WKHVH�PHQ�LQ�D�QHZ��PRUH�QXDQFHG�OLJKW��7KLV�URRP�
VXPV� XS� WKH� )RQGDWLRQ� %H\HOHU� DW� LWV� EHVW�� UH¿QHG�
EXW� LQWULJXLQJ�� ¿OOHG�ZLWK�PRGHUQ� FODVVLFV� WKDW� FDQ�
VWLOO�¿QG�QHZ�ZRUGV�WR�VSHDN�DFURVV�WKH�JHQHUDWLRQV�

Natasha Cheung
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Ron Mueck: 
The Divine Humanist

An old couple resting under a beach um-
brella. The old man, in his checkered bathing 
trunk, leans his head against the thigh of his 
wife, his left arm bent and placed on his fore-
KHDG��KLV�KDQG�FORVHG�IRUFHOHVVO\� LQ�D� OLJKW�¿VW��
as if  fatigued. His right arm clutches on to his 
wife’s upper right arm with light exertion , form-
ing subtle creases on her skin  around  the con-
WRXU�RI�KLV�¿QJHUWLSV��+LV�OHJV�DUH�EHQW��KLV�IHHW�
DUH�ÀDW�RQ�WKH�JURXQG��KLV�WRHQDLOV�QLFHO\�SHGL-
cured with a uniform white border on each nail. 
The old woman sits, relaxed, next to her hus-
band, her legs extended and her body support-
HG�H̆RUWOHVVO\�E\�KHU�WZR�DUPV�RQ�WKH�VLGH��+HU�
hands are facing outwards and her gold wedding 
band is clearly visible on her left hand’s  fourth 
¿QJHU� �� +HU� PLG�OHQJWK� KDLU� WLGLO\� VPRRWKHG�
back behind her ears, her sagged body revealed 
through her tight bluish purple bathing suit and 
her slightly lifted toes suggest an attempt to clear 
WKH�VDQG�R̆�KHU�IHHW��+HU�WRHQDLOV�DUH�OLQHG�ZLWK�
a faint grey rim of dirt, her ankles and the sides 
of her feet reveal traces of walking barefoot. The 
leisurely posture of the couple is contradicted by 
their gaze – the wife, with her head bent slightly 
downward, looks attentively at her husband, as 
LI�ZLWK�D̆HFWLRQDWH�FDUH���DV�LI�ZLWK�FRQFHUQ���+HU�
haze is imbued with a sense of  knowing accept-
ance of what is  to come. The old man has his 

H\HV�¿[HG�LQ�VSDFH��DV�LI�LQ�FRQWHPSODWLRQ��RU�DV�
if in a resigned state of endless waiting,

Ron Mueck’s sculptures are often in-
stilled with a sense of enigma which entices 
viewers to close examination. The harder we 
look, the more we ponder on, the more we are 
intrigued by the minutest sign that could sug-
JHVW� ZKDW� LV� RQ� WKH� PLQG� RI� WKH� ¿JXUHV�� ZKR�
are stripped from their context and yet con-
WDLQHG�ZLWKLQ� D� ¿FWLRQDO� VSDFH� LPEXHG� �ZLWK� D�
sense of stillness that actively draws the viewers 
into their world. Every single detail in Mueck’s 
sculptures feeds the viewer’s imagination, yet 
none allows for a conclusive explanation to ac-
count for the situation before them. As Heiner 
Bastian aptly puts it, Mueck’s sculptures do not 
seek for a dialogue with real space, “it is rather 
a monologue on an imaginary space which van-
ishes, emanates from the sculpture and is drawn 
back into it again.”

Ron Mueck’s exhibition at Fondation 
Cartier pour l’Art Contemporain presents three 
new works that have never been shown in pub-
lic, alongside six others. Exhibiting on both the 
ground level and the basement of the building, 
this is the artist’s second solo show at the Fon-
dation curated by the Director Hervé Chandè. 
Standing before the steel and glass façade ar-
chitecture designed by Jean-Nouvel on Boule-

Couple Under An Umbrella, 2013, Mixed Media, edition 1/1, 300 x 400 x 350 cm (approx.)
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vard Raspail, one can catch a glimpse of the 
work Couple Under an Umbrella, one of the 
new works commissioned for this occasion. 
A monumental sculpture measuring three by 
four meters, this opening piece captures every 
single visitor who enters the space, each being 
lured into the quotidian yet  eerie reality of Ron 
Mueck’s creation. The theme of the work blends 
almost seamlessly into the setting of the build-
ing, with its high ceiling and glass structure that 
admits abundant natural light to shower grace-
fully upon the multi-color beach umbrella, while 
allowing an interplay between the room and  the 
garden, blurring the  boundaries that separate 
interior and  exterior. The show does not follow 
any itinerary, nor is it governed by a narrative, 
for each sculpture creates a universe of its own 
that is independent of any context.

Mueck’s works draw on the fundamental 
universality of human experiences, evoking fa-
miliar emotions from  everyday life. In his three 
new works, the artist explores the abstraction of 
human relationships through the use of paired 
¿JXUHV�� 7KH� XVH� RI� VFDOH� DQG�K\SHU�UHDOLW\� KDV�
always been a crucial element employed by the  
to create a sense of uncanniness – a feeling of 
the strange yet familiar. In contrary to the mon-
umental scale of Couple Under an Umbrella, 
the other two works operate on a diminished 
scale. Woman with Shopping portrays a banal 
scene of a woman and her baby enveloped taut-
ly in her long overcoat,  carrying on each side 
a plastic bag full of purchases from the super-
market. The tiny, disheveled haired baby’s head 
that protrudes from his mother’s overcoat, as if 
yearning for her attention, is met with the grim 
expression on the woman’s face that stares into 
the  blank space.  Young Couple, what appears 
to be an ordinary street scene of a young duo 
walking, is rendered ambiguous, when the view-
ers turn to their backs and see the boy’s hand 
clutching forcefully at the wrist of the girl, while 
she seemingly tries to struggle away. Mueck’s 
sculptures never fail to convey a sense of unease 
out of the ordinary and it is precisely this dual 
and contradictory message of familiarity and al-
ienation that contributes to the enchanting and 
captivating power of the artist’s works.

Renowned as an artist who never gives 
LQWHUYLHZV�QRU� VSHDNV�DERXW�KLV�ZRUNV�� WKH�¿I-
ty-minute documentary Still Life: Ron Mueck 
at Work on show at the exhibition, produced by 
D�)UHQFK�SKRWRJUDSKHU� DQG�¿OPPDNHU�*DXWLHU�
Deblonde over  eighteen months in the artist’s 
North London studio, unfolds before the view-
ers’ eyes the intricate and painstaking creative 

process. The time and attention that the artist 
dedicates to each miniscule detail  unveils the 
intimate psychological bond that Mueck estab-
lishes with his work, as if through each artistic 
touch he endeavors to breathe life into his crea-
tion.

7L̆DQ\�7DQJ

Photo courtesy of Courtesy Hauser & Wirth / Anthony 
d’Offay, London

Photo credit: Thomas Salva / Lumento for 
the Fondation Cartier pour l’art contemporain, 2013
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June in Basel is a paradise for art. Exhibitions 
and art fairs in this small city attract ambitious 
collectors, curators and art lovers from all over 
the world. LISTE Art Fair Basel is one of the 
city's most popular events at this time, and 
recently ushered in its 18th year. Initiated by 
young gallerists in 1996, the art fair has always 
promoted upcoming artists to the international 
market. This year, 66 galleries were chosen 
from over 300 applicants. Many of them have 
been showing at the fair for many years, with 
10 galleries returning after exhibiting in the 
Statements or Feature section of last year’s Art 
Basel, while 8 were selected from the remaining 
list for their LISTE debut, and 4 special guests 
were invited to the fair. The atmosphere is far 
more relaxed than at Art Basel, which is full of 
the fashionable elite and high-octane galleries. 
Located in a former industrial building, the 
experience of walking through LISTE is like an 
adventure: discovering works by young artists, 
ÀLSSLQJ�WKURXJK�FDWDORJXHV�DQG�HYHQ�WDONLQJ�WR�
artists to get to know their practices. 

Although many works on display at 
LISTE are from artists that are lesser known 
in the art world, there are still some galleries 
featuring work by artists who participated in 
Biennales and other big exhibitions. This year 
the gallery Aoyama ü Meguro from Tokyo 
showed videos and photographs by Japanese 
a r t i s t  K o k i  T a n a k a ,  w h o  i s  c u r r e n t l y 
representing the Japanese pavilion at the 55th 

Venice Biennale. The Berlin-based gallery, 
Sommer& Kohl, showed Swedish artist Andrea 
Eriksson, who represented the Nordic pavilion 
for the 54th Venice Biennale. Limoncello Gallery 
of London had a solo representation of London 
based artist Yonatan Vinitsky, who will start his 
artist residency at Palais de Tokyo in Paris from 
November this year. 

The ideas that initiated many of these 
artists’ creations came from their experiences 
of their surroundings and everyday life. This 
refers not only to environmental surroundings, 
but also to economic and cultural climates. 
The works are the end products of these 
artistic practices, as well as the evidence of 
their connections to the current era. Works by 
London-based artist Eloise Hawser, represented 
by gallery VI, VII from Oslo, draws attention 
to the relationships between machinery and 
the human form. One of her works shown at 
LISTE was from a new project where she took 
her father to a scan laboratory and collected 
GDWD�E\�VFDQQLQJ�KLV�¿JXUH�WKRXJK�WKH�PDFKLQH��
she then produced a round shaped optical glass 
out of the data she collected from the scan. The 
artist considers machinery as one of the most 
important modes of production and attempts to 
make something human out of cold machines 
and vice versa. 

Helmut Heiss’s work Sound and Shapes  
(2012) also deals with machines, though from a 
different perspective. The artist is represented 

LISTE Art Fair Basel Review 
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Installation view at LISTE, artist: Yonatan Vinitsky

by the Kaskadenkondensator from Basel, a 
special guest at the fair. He recorded sounds 
while walking through and around different 
architectures and then transferred these sound 
tracks through laser onto papers in a darkroom 
for roughly about 2 seconds. His interest in 
architecture and urban spaces has driven the 
work into explorations of the representation of 
late industrialization, as well as contemporary 
high-end technologies. The artificial sounds 
are translated into visual language through 
machines. 

Polish artist Rafal Bujnowski depicted 
his hometown in a landscape painting from the 
Lamp Black series. He layered black paint in 

various directions on the canvas to replicate 
the shape of the objects. Viewers can observe 
the lifelike picture through reflections and 
mirroring when the painting gets shown under 
light. Bujnowski is a brilliant example of one 
of the many artists showed at LISTE who 
experiment with materials, techniques and 
challenge the politics of the sensorial. 

The intriguing works by artist Falke Pisano, 
represented by gallery de Bruijne, use comics 
and language to reveal structures through 
repetitions. The title of the work pretty much 
explains the work itself,  Repetition and 
Dispersion/ 4 Jokes become 5 Jokes (Economy) 
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(2011). The artist wrote 4 jokes and used them 
as source material, deconstructed the sentences 
into individual words, then put them together in 
DQRWKHU�RUGHU�WR�IRUP�D�GL̆HUHQW�FRQWH[W�WKDW�KH�
LOOXVWUDWHG�ZLWK�FRPLF�LPDJHV��7KH�ZRUN�UHÀHFWV�
the artist's ideas with a healthy dose of humor.   

With the ever-changing forms of artists’ 
practices, young artists innovate and constantly 
try out new ideas. This dynamic characteristic of 
the artists they represent prompts gallerists’ to 
seek new methods of working with artists as well 
as running their galleries to be commercially 
successful. Among the 4 special guests at 
LISTE this year, de Apple Art Centre created 
the Gallerist Programme, gathering together 
young doers who are willing to learn how to 
approach the contemporary art scenery. The 
programme trains gallerists in the art market 
WKURXJK�UHDGLQJV�RI�FDVH�VWXGLHV�ZKLOVW�R̆HULQJ�
unique opportunities to meet professionals 
and collectors. The final assignment for all 
participants is to put up a show at LISTE with 
each trainee’s  selection of artists. 

While artists are committed to their practices, 
many galleries have made considerable incomes 
from their works. Works by artist Yonatan 
Vinitsky sold during the fair for an average 
price of £1,800, while works by Zhao Zhao, 
former student of Ai Wei Wei, sold for between 
£10,000-£16,500. 

The ultimate goal for galleries at art fairs is to 
generate sales. However, while still trying to 

achieve this, galleries at LISTE enrich the fair 
through their tenacious drive to expose novel 
artists and their practices. The fair not only 
showcases works by artists, but also exposes 
the on working processes between the gallery 
institution and the artist. More crucially, LISTE 
creates a platform for artists to communicate 
and encourages collaborations. Through this 
form of content creation, artists will always 
to be able to fascinate the art world with their 
talents.  

Ruixue Li 

Image courtesy of Limoncello Gallery, London
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Hong Kong Art Basel: 
Insight into 

Urbanisation in Asia

Art Basel’s Hong Kong debut proclaims 
the city as a metropolis and an emerging centre 
of the global art world. Ambitious art galleries, 
collectors, curators, artists and critics from all 
over come together, revelling in this vibrant art 
fair. This May, Art Basel featuring 245 galleries 
with half of the participants coming from the 
$VLD�3DFL¿F��LV�FHOHEUDWHG�DV�WKH�PRVW�VLJQL¿FDQW�
international fair in Asia.

From Basel to Miami, the fair has been 
staged for more than 40 years. By showing the 
exciting modern and contemporary artworks, 
it attracts numerous world-renowned galleries, 
artists and collectors.  This year, its premier 
Hong Kong edition makes the city a centre of the 
international visual arts. Busy and crowded as 
always, Hong Kong Convention and Exhibition 
Center (HKCEC) is packed with people and 
YDULHW\� RI� DUW�UHODWHG� HYHQWV�� 7ZR� ÀRRUV� DUH�
being used for Art Basel, while the rest of the 
area is occupied by Christie’s Hong Kong for the 
spring auction preview. After Art Basel, HKCEC 
is taken over by the International Antiques Fair. 
During this Asia week in Hong Kong, series of 
events and exhibitions take place in this city, 
presenting and celebrating Asian art from 
antiquities to contemporary.

Magnus Renfrew, the fair director and 
one of four members of the Executive Committee 
of Art Basel, states that Asia has been historically 
underrepresented despite accounting for 60 
percent of the world’s population with diverse 
cultures and aesthetics; it is the time for general 
public to be aware of the broader spectrum of 
what is out there. Art Basel HK, therefore, is 
not just a new edition of Art Basel of Europe or 
America but an innovative art event aiming to 
work particularly from an Asian perspective and 
to construct contexts of Asian contemporary art. 
The art collectors and museums are the target 
groups of Art Basel HK. Developing its own 
audiences and networks in Asia is an essential 
goal for Art Basel entering Hong Kong-- a 
potential place for developing the contemporary 
art market in Asia, especially in China, now the 

world’s second-largest art market right after the 
U.S.

From emerging artists to the modern 
masters, the fair traces decades of art history 
across four sectors: Galleries, Insights, 
Discoveries and Encounters. The Galleries 
sector presents over 170 of the world’s leading 
modern and contemporary art galleries by 
GLVSOD\LQJ�DUWZRUNV�RI�GL̆HUHQW�PHGLD��LQFOXGLQJ�
paintings, sculptures, installations, photographs 
and digital art from the 20th and 21st centuries. 
The participants are rigorously selected by the 
committee, including many renowned Hong 
Kong and Taiwan based galleries: Hanart TZ 
Gallery, Osage Gallery and Tina Keng. Tina 
Keng Gallery is the winner of this Art Basel 
HK in terms of the top sale price: a large-scale 
painting Chinese Emperor-1 by Wang Huaiqing 
was sold for $2.6 million. The artist renders the 
H̆HFW�RI� LQN�SDLQWLQJ�E\�XVLQJ�RLO�DV�D�PHGLXP�
to create an abstract appearance of Chinese 
emperor. Like Wang’s other works, he tends to 
embody Chinese cultural features and to move 
beyond politics. Constituting a part of Chinese 
culture, emperor is a symbol of hegemony of 
DQFLHQW�&KLQD��WKH�UH¿QHG�EUXVKVWURNHV�SUHVHQW�
the artist’s devotion to traditional Chinese 
landscape painting. Thanks to his exploration 
of the Chinese complex within oil painting, the 
artistic sensibility of this work fosters greater 
cultural understanding, which to a certain 
degree explains why someone would pay so 
much for it.

The Discoveries sector showcases works 
by emerging contemporary artists from all over 
the world. The outstanding achievements in 
this category have been awarded Discoveries 
Prize by the committee; the winners are Navid 
Nuur and Adrian Ghenie presented by Galeria 
Plan B from Berlin and Cluj. If one wants to buy 
an original   artwork at a fairly low price, it is 
a good area to explore. Works presented in the 
Encounters sector are large-scale sculptures 
and installations by leading artists. Sixteen 
select installations displayed throughout the 
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exhibition halls transcend the traditional art fair 
stands. One of the impressive pieces is a project 
done by Chinese artists Sun Yuan and Peng Yu 
(Fig 1), presented by Hong Kong based Osage 
Gallery. Artists asked Filipino domestic workers, 
employed in Hong Kong, to plant a toy grenade 
in their chosen places that they worked in. These 
workers were then asked to photograph each 
other with their backs turned in order to conceal 
their identities. This project examines the tense 
relationship between the Filipino workers and 
their Hong Kong employers, and presents the 
phenomena of a certain group of immigrant 
workers living outside their home country. The 
photographs are displayed and mounted on 
each wall of the space, which is striking enough 
to attract viewers to stand by and go through 
those images, contemplating the lifestyle 
suggested by them and to realize an aspect of 
cultural ecology of Hong Kong, which exists in 
every international metropolis. A piece of work 
like this partially conveys the general aim of Art 
Basel HK l by incorporating the ideology of a 
living situation in a given Asian community.

6SHFL¿FDOO\�GHVLJQHG�IRU�WKH�+RQJ�.RQJ�
show, Art Basel HK builds the Insights sector, 
which exclusively presents works by artists from 
$VLD� RU� WKH� $VLD�3DFL¿F� UHJLRQ�� 3DUWLFLSDWLQJ�
galleries must be based in that region. Artworks 
from this sector carry strong characteristics 
and cultures of Asian countries and areas, 
specialising on the development of a real, 
sustainable art scene that goes beyond purely 
commercial concerns. Like the project done 
by Sun Yuan and Peng Yu, many of the works 
displayed in Insights concern about urban life 
and explore the complex relationship between 
the inhabitant and the city. The work Saturday 
Night by a Korean artist Insook Kim presents 
a glass hotel with its asymmetrical entryway. 
By depicting a hotel, which is ubiquitous in the 
city, and by using glass, a material that renders 
interiors visible from the outside, the artist 
questions the contemporary life style and social 
morality of human beings in the midst of so-
called modernity and civilisation.
Another fascinating work exploring the Asian 
urban life and attracting people’s attention is a 
video work by Chen Qiulin, an emerging Chinese 
DUWLVW�FRQFHUQHG�ZLWK�WKH�H̆HFWV�RI�XUEDQLVDWLRQ�
in China. The video records immigrants’ actual 
life and process of deconstruction of the town. 
&ODVVLFDO� RSHUD� ¿JXUHV� DPLGVW� WKH� FLW\¶V� UXLQV��
HDFK� ¿JXUH¶V� PDNHXS�� IDFLDO� H[SUHVVLRQ� DQG�
costume strengthen the work’s visual infection, 
convey a certain urban phenomena and proclaim 

a dangerous relationship between Chinese 
classical tradition and the modernisation of 
Chinese cities.

It is pleasing that Art Basel HK is 
dedicated to highlighting the developments 
in Asia rather than simply imitating other 
international art fairs dominated by the western 
contexts. It provides the global audiences with 
RSSRUWXQLWLHV� WR� VHH� VRPHWKLQJ� GL̆HUHQW�� E\�
looking into Asian contemporary art, people can 
actually gain an insight into Asia and its social 
environment. Although there is no prescribed 
route in which the fair unfolds, it is somehow an 
exceptional experience for the audiences to feast 
on the enchantment of the arts.

Suchao Li

Image courtesy the artist and 
Tina Keng Gallery, Taipei and Beijing 

Wang Huaiqing. Chinese Emperor-1, 2008-2013. Oil on 
canvas, 200 x 135 cm.
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More than Ink and Brush: ‘The Origin of Dao’ 
New Dimensions in Chinese Contemporary Art 

The current exhibition at the Hong Kong 
Museum of Art – ‘The Origin of Dao’– is a feast 
stimulating various senses. Although rooted 
in traditional Chinese concepts, it is not limit-
HG� WR� WKH�ZRUNV� LQ� LQN�RQ�D�ÀDW� VXUIDFH��ZKLFK�
retell an ancient story. This is a ‘three-dimen-
sional’ space equipped with glaring new media 
that creates an overall movement, producing 
visual pleasures, which try to invade your mind 
and excavate your life story. Free from regional 
boundaries and frustrating political expression, 
you can engage with the contemporary art by 37 
artists from Hong Kong, Mainland China, Tai-
wan, and the diaspora.

This exhibition belongs to ‘Open Di-
alogue’, a guest-curated series of exhibitions 
launched by the Hong Kong Museum of Art in 
2006. The purpose of this series is to challenge 
the authoritative status and monolithic narrative 
of the museum and to encourage independent 
voices who turn the museum space into a plat-
form for exchange. This exhibition, the last one 
of the series, aims to extend the local dialogues 
of previous exhibitions into an international 
context. That is why this show is the only one 
of the series curated by a professor from Main-
land China rather than Hong Kong. This ‘open 
dialogue’ attempts to break Chinese art away 
from the Western mono-narrative; to explore 
how traditional Chinese art in a modern context 
could be understood by a global audience as it 
connects the past, present and the future.
The curator, Professor Pi Daojian, comes from 
a Mainland Chinese academic background. He 
has insisted on using the ‘Chinese experimen-
tal ink art’ concept since 1990s. And this he has 
been criticised for, given it is seen as excessive-
O\� VHOI�JORULI\LQJ� DQG� ELDVHG� E\� GH¿QLWLRQ�� )RU�
this exhibition, he chose a traditional Chinese 
philosophical or mythical idea  of ‘Dao’ as the 
theme. It speaks from the perspective of the 
&KLQHVH��ZKLFK�PLJKW�FRPH�DFURVV�DV�R̆HQVLYH�
to the Western public. What is ‘Dao’? Literally 
translated, it is ‘the way’. It could be the ‘Dao’ of 
Daoism, or Buddhism, or Confucianism, or oth-
HUV�� 7KHUH� LV� QR� DFFXUDWH� GH¿QLWLRQ� RI� µ'DR¶� LQ�
China and it is already confusing for the Chinese 
audience. It is easy to imagine how hard it is for 

the international audience to understand this 
FRQFHSW�� HVSHFLDOO\�EHFDXVH� WKH�FXUDWRU�GH¿QHV�
it as broadly as a combination of Confucianism, 
Daoism and Buddhism, which seems deliberate-
ly mystifying. From this point of view, this exhi-
bition reveals a tendency of self-orientation. We 
might pose a question: “If the meaning or theme 
is quite obscure for both Chinese and foreign-
ers, how can it open dialogues between them?” 
Or maybe because of its uncertainty, it is able to 
ZHOFRPH� UHDFWLRQV� IURP�GL̆HUHQW� FXOWXUHV� DQG�
let the works of art speak for themselves . Hong 
Kong being one of the busiest harbours, the in-
QRYDWLYH� DQG� FXOWXUDO� FHQWUH� RI� $VLD�� R̆HUV� DQ�
excellent location for this curatorial experiment.

This exhibition shows multimedia 
works including ink, lacquer, ceramics, video, 
music and installations to shape or tease out 
the ‘tradition’ in Chinese contemporary visual 
production. One of the most impressive pieces 
is a 30-minute long video titled The New Book 
of Mountains and Seas by Qiu Anxiong from 
Sichuan, China. The New Book of Mountains 
and Seas is a classic Chinese text elaborating 
on early Chinese geography, myth and mythi-
cal creatures. This video is projected on a long 
screen in a separate dark room. Visitors might 
accidentally stumble into this ‘black hole’ and 
be attracted by the bizarre and absurd im-
age combinations and the psychedelic music 
around the mysterious black ‘space’. This is a 
‘civilised’ human society re-contextualised in 
the literarily ancient ‘uncivilised’ world. In the 
YLGHR��ZH�VHH�D�SHDFHIXO�YLOODJH�EHLQJ�ÀRRGHG��
white mice implanted with human ears, sheep 
in the test tubes, hairless chicken with fast 
growing wings, planets with electronic machine 
FUHDWXUHV��DQG�¿QDOO\�WKH�HQG�RI�WKH�ZRUOG��,W�LV�
a sad story. By animating the black and white 
ink paintings based on a classic literature, Qiu 
evokes a traditional Chinese ink aesthetics 
when dealing with the current issues -- urban 
development and pollution, biological cloning, 
space exploration and terrorism -- through the 
medium of video. This could be one of the most 
successful works in the exhibition. It forms a 
shared language that all our contemporaries 
FDQ�UHODWH�WR��4XL�UHDFKHV�WKH�JRDO�RI��UHGH¿QLQJ�
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Chinese culture in a modern context through 
tangible tools such as ink paintings, video an-
imation and music, combined with intangible 
ideas borrowed from the classic literature.

The combination of ink art, video and 
music brings a new twist to the tradition of ink 
SDLQWLQJ��7R�XQGHUVWDQG�WKH�GL̆HUHQFH��WKH�
audience is encouraged to see the works of ‘tra-
ditional’ type like Kan Tai-keung’s calligraphy 
landscape painting, and then compare them to 
the ‘new’ type through an impressive example 
of the calligraphy-themed video art by Shao 
Yan. Yan’s new work explores a deeper level of 
emotiveness in the practice of calligraphy.  It is 
akin to a martial art performance: an old man 
in a traditional Chinese white suite is doing his 
own ‘abstract’ calligraphy by using an injec-
tor rather than a brush. We hear the powerful 
sound of Chinese drums, we feel the speed of 
the  body movement, and we start to look at 
WKH�FDOOLJUDSK\�ZRUN�IURP�GL̆HUHQW�DQJOHV��LQ�D�
multi-sensational experience. Video and music 
feature side by side with the traditional Chi-
nese materials such as lacquer, promoting the 
dialogue between the convention and progress.  

Despite the obscure title, the show 
encourages the interaction and communication 
EHWZHHQ�GL̆HUHQW�DXGLHQFHV�DQG�HQJDJHV�LQ�
spiritual development of the public. It consists 
RI�¿YH�VXE�WKHPHV��0HGLWDWLRQ�DQG�1DUUDWLRQ��
Creation and Space, Writing and Self-Cul-
tivation, City and the World of Morals, and 
the Great Harmony. Each theme is explored 
through multimedia works consistent with the 
main theme ‘Dao’ or ‘the way’, opening up new 
dimensions of contemporary Chinese art both 
formally and conceptually. There have been in-
ÀXHQWLDO�H[KLELWLRQV��ZKLFK�OLQNHG�WKH�WUDGLWLRQ�
and civilization of China with its contemporary 
art scene. So what is novel about The Origins of 
Dao? The 2010 exhibition Pure Views, curated 
by Lv Peng in London, showed how the intro-
duction of Western materials, such as oil and 
acrylic, formed a shift in the development of the 
contemporary Chinese art scene. The current 
VKRZ�R̆HUV�DQRWKHU�WDNH�RQ�WKLV�WKHPH�E\�H[-
amining the marriage of the traditional themat-
ics and techniques with contemporary media. 
Furthermore, its attempt to apply three-dimen-
sional multimedia materials to ink distinguish-
es it from other forms of Chinese contemporary 
art represented in the Hong Kong Art Basel and 
the Hong Kong Asia Week. Thus opening up a 
‘new way’.

Wang  Yizhou
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Selling Out to Big Oil?

Now in its 34th year, the annual BP Por-
trait award exhibition at the National Portrait 
Gallery will open to the public on 20th June.  
This exhibition has been one of the major 
events in the art gallery calendar since BP took 
over sponsorship of the award from tobac-
co giants John Player and Sons in 1989 and 
even though the outcry over the oil company’s 
sponsorship of the arts may have reached its 
peak three years ago because of the Deepwater 
Horizon oil spill, BP’s involvement remains 
controversial.  In recent years BP’s sponsorship 
of the award and its continued support of the 
Tate Gallery in particular have drawn calls from 
protest groups for the galleries to reject such 
“unethical” sponsorship: arms manufacturers 
and tobacco companies are no longer accept-
able sponsors and now oil companies, cry the 
protesters, are next.

Inevitably the arguments for and 
against commercial sponsorship, and in par-
ticular about which sponsors are ethically 
acceptable, tend to be reduced to rather sim-
plistic levels where oil companies, and perhaps 
now the banks, are unequivocally evil, tainting 
everything they touch, whereas others will 
argue that as the hard-pressed public purse is 
concentrating on providing  schools and hospi-
tals, if Big Oil is happy to pay for free entry to 

the galleries and museums then surely such of-
fers are to be welcomed.  As always, the reality 
is rather more complicated.

In a sense, all art which is on public 
display is sponsored either privately or by the 
state or more usually by a mixture of both.  
There is nothing terribly new about this: whilst 
many of the images of the saints which deco-
rated medieval churches were commissioned 
and paid for by the church itself, it was by no 
means uncommon for wealthy patrons to pay 
for altarpieces or other images which would 
often include small “donor portraits” within the 
fabric of the image.  If the paintings paid for by 
the church carried the main spiritual message, 
such donor portraits were not only a means 
for the patrons to parade their generosity and 
their wealth, but also to portray themselves as 
pillars of the community which is perhaps not 
VR�YHU\�GL̆HUHQW�IURP�%3¶V�VSRQVRUVKLS�RI�WKH�
Tate Gallery, for example.  In fact some of the 
patrons were undoubtedly morally ambiguous: 
Pope Julius II (1503-13) remains a controver-
VLDO�¿JXUH�DQG�\HW�QR�RQH�WRGD\�VXJJHVWV�WKDW�
his portrait by Raphael in the National Gallery 
should be removed for ethical reasons.

By its very nature, any corporate spon-
sorship of the arts is a transaction: by funding 
the gallery or the museum the sponsoring 
company will expect to derive some kind of 
EHQH¿W���,W�LV�UDUH�IRU�FRUSRUDWH�VSRQVRUVKLS�
ever to be completely philanthropic because the 
shareholders (including many ordinary peo-
ple through their pension funds) are generally 
most interested in the return they get for their 

Anti-oil demonstrators protesting against BP sponsorship of the arts outside Tate Britain in in 2010
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investment.  A corporate sponsor may well 
H[SHFW�PHDVXUDEOH�EHQH¿WV�LQ�DGGLWLRQ�WR�WKH�
more obvious, if intangible, enhancement of 
its public image: in return for its funding, the 
corporate sponsor might well expect privileged 
access either for client entertainment purposes 
or perhaps even for its employees.  Even so, 
for an oil giant such as BP the main aim of its 
sponsorship of the arts is undoubtedly to bol-
ster its public image: its sponsorship of the Tate 
is unlikely to generate the sale of a single litre 
of unleaded petrol on the forecourt.  Whilst the 
gallery receives welcome funding for exhibi-
tions and to help meet its own costs, the main 
“cost” it has to consider is whether its own 
UHSXWDWLRQ�ZLOO�VX̆HU�E\�EHLQJ�DVVRFLDWHG�ZLWK�
the sponsoring company, will the gallery or 
museum itself become tainted by association?

This is precisely the aim of organiza-
tions such as Liberate Tate and Art Not Oil, 
their main objective being to make oil sponsor-
ship of the arts socially unacceptable so that 
the galleries will refuse to accept such funding 
for fear of losing the support of more ethical 
sponsors or by seeing a large drop in visitor 
numbers.  Yet, oil companies are not like tobac-
co companies: if no-one ever smoked another 
cigarette, life would go on; indeed fewer peo-
ple would die of lung cancer.  The same is not 
true for oil: when the pumps nearly ran dry 
during the fuel protests of 2000, the country 
very nearly ground to a halt as it had during 
the 1973 oil crisis.  Like it or not, for the pres-
ent at least, the oil industry is fundamentally 
embedded into the fabric of modern society at 
all levels and while ordinary citizens continue 
WR�¿OO�WKHLU�FDUV�DW�WKH�SXPSV��WKH\�DUH�XQOLNHO\�
to judge their own behaviour as being unethical 
or see anything much wrong with oil companies 
helping to keep their favourite galleries and 
museums entrance fee free.
For many galleries, their main source of in-
come remains Grant in Aid from the Treasury, 
KRZHYHU�GXULQJ�WKHVH�WLPHV�RI�¿VFDO�DXVWHULW\�
the Government is looking to cut its spending 
wherever it can, although it does continue to 
support the arts both directly and through the 
Heritage Lottery Fund.  In a recent speech at 
the British Museum given by the Culture 

Raphael, Il Papa Terribile Pope Julius II (1503-13) 

Minister, the Rt. Hon. Maria Miller MP, it was 
FRQ¿UPHG�WKDW�RYHU�WKH�OLIH�WKH�FXUUHQW�SDUOLD-
ment the arts in general will receive £3 billion 
in funding, a not inconsiderable sum.  Even 
so, it is clear that Government support for the 
arts will decrease in real terms and as spending 
cuts begin to bite, the galleries and museums 
will need to seek additional funding from the 
private sector.

The oil industry has undoubtedly 
behaved unethically in the past and they are 
certainly not saintly philanthropists, far from 
it.  However, no-one but the most extreme 
environmentalist could seriously suggest that 
the Deepwater Horizon oil spill was a deliberate 
act of environmental sabotage.  Of course the 
RLO�FRPSDQLHV�H[LVW�WR�PDNH�D�SUR¿W�EXW�LQ-
creasingly even they will accept that they have 
moral responsibilities as well as commercial 
objectives. Clearly, the oil companies believe 
that there is a commercial rationale for their 
sponsorship programmes: their funding is not 
anonymous and certainly not purely philan-
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thropic.  They are not charities. .  When they 
make mistakes or abuse their position as a 
utility, it is undoubtedly right that they should 
be criticized and , if appropriate, severely pun-
ished in the courts; indeed that is why the legal 
safeguards are put into place.  However, they 
are not under any obligation to sponsor the arts 
and it seems deeply ironic that no-one would 
ever criticize them for not sponsoring the arts 
but some cannot wait to criticize them when 
WKH\�GR�VRPHWKLQJ�ZKLFK�EHQH¿WV�XV�DOO�

The protesters are happy to use com-
puters made of plastic derived from oil and 
powered by energy generated by fossil fuels, if 
it serves their purposes.  They may claim that 
their target is the oil industry, but if the oil 
companies were unable to sponsor galleries and 
museums it would not hurt their bottom line at 
all whereas for the galleries, increasingly reliant 
on private funding, it would be very serious 
indeed.  One might reasonably ask whether the 
true targets of the protests are not those mid-
dle class favourites, the museums and galleries 
themselves.

Huw  Pitchard

Image of anti- oil demonstration 
courtesy of Dominic Lipski/ AP

Image of  Il Papa Terrible Pope Julius II (1503-13)
courtesy of The Trustees of the National Gallery
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If you have ever been to an art museum 
or exhibition, you have probably at least once 
DVNHG�\RXUVHOI��LV�WKLV�DUW"�$QG�LI�WKLV�LV�DUW��WKHQ�
ZKDW� LV�DUW"�,V� LW� WKH�H[SUHVVLRQ�RI�WKH�IHHOLQJ�
RI� WKH�DUWLVW"� ,V� LW� WKH�SURGXFW�RI�KLV�RU�KHU�
SHUVRQDO�LQYHQWLYHQHVV"�,I�VR��WKHQ�\RX�VKRXOG�
visit Ice Age art: arrival of the modern mind at 
the British Museum, because maybe neither of 
these hypotheses is the right answer but art is 
a physical forma mentis proper to humankind. 
Or at least this is the thesis supporting the 
exhibition as argued by its curator Jill Cook: “all 
art is a product of the remarkable structure and 
organization of the modern brain”.  

The whole exhibition, indeed, is based on 
the theory connecting the appearance of art in 
the European continent with the arrival, around 
45 000 years ago, of Homo Sapiens Sapiens, 
our own human species. After migration from 
Africa, these humans would have developed art 
and music in order to cope with the indigenous 
population, the Neanderthals, and to deal with 
their new environmental situation, the Ice Age. 

With unique masterpieces on loan from 
the major Western museums, the exhibition 
is able to demonstrate convincingly how what 
we recognise as art is the outcome of mental 
processes proper to Homo Sapiens Sapiens, 
HYHQ�LI�LW�UHSUHVHQWV�DQ�RYHU�VLPSOL¿HG�V\QWKHVLV�
of the current archaeological debate on the 
capability of the Neanderthals to produce 
art separately from, and uninfluenced by, 
the achievements of the more developed 
newcomers. 

T h e  e x h i b i t i o n  i s  o r g a n i z e d 
FKURQRORJLFDOO\��ZLWK�D�¿UVW�VHFWLRQ�GHGLFDWHG�WR�
the art of the Ice Age proper, dating to between 
40 000 and 20 000 years ago, followed by the 
art of the renaissance of the so-called “Melting 
Age”, which ended around 10 000 years ago. 
The succession of objects displayed testifies to 
a vanished age when humans shared the Earth 
with long extinct animals, and only natural 
materials, such as bone, antler, stone and clay, 
were available to produce not only everyday 
tools but also to create art. Indeed the subject 
of the earliest art is the natural world, reduced 
in scale and with naturalistic and proportionate 
details. These accurate miniatures, such as the 
Russian Palaeolithic Walking Bison Figurine, 
were made in order to make the mysterious 
and incommensurable world more intelligible 
and consequently easier to control. It is what 
Gombrich in his The Story of Art  calls “the 
power of picture-making” and Alfred Gell in  Art 
and Agency GH¿QHV�DV�WKH�DJHQF\�RI�WKH�LQGH[�RQ�
the prototype: the innate human predisposition 
to believe that images, as an integral part of the 
subject depicted, are a medium to control and 
D̆HFW�WKH�VXEMHFW�LWVHOI��

With the passing of time, the primitive 
features of prehistoric art were taken to the two 
extremes of naturalism, with the production of 
pieces such as the Swimming Reindeers  from 
Montrastruc, and symbolism, as with a series 
RI�DEVWUDFWHG�IHPDOH�¿JXULQHV�GDWHG�WR�DURXQG�
15 000 years before present. It is indeed to the 
UHSUHVHQWDWLRQ�RI�WKH�IHPDOH�¿JXUH�WKDW�D�ODUJH�

The Frozen Beginnings of Art
British Museum exhibits the oldest known 
sculptures, drawings and portraits
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part of the exhibition is dedicated and it is in 
the depictions of female nude that it is easiest to 
admire the evolution of Palaeolithic art. 

For about 20 000 years artists modelled 
bodies with exaggerated feminine attributes that 
careful analysis reveals to be images of women 
of all ages, younger and older women, mothers 
and mothers to be, demonstrating an intellectual 
ability to transcend daily experience and to 
capture the essential aspects of womanhood, 
WR�FUHDWH�DQ�LGHDO�DQG�LGHDOLVHG�IHPDOH�¿JXUH��
Idealisation, but also striking realism, as in the 
oldest known Portrait of a Woman , found in the 
Czech Republic, depicting her as imperfect as 
she was with a heavy eyelid breaking the perfect 
symmetry of the face. Then a drastic change: 
the renaissance which lead to an increased 
naturalism in the representation of animals, 
especially on the male hunting kit,  mean, on the 
other hand an extreme abstraction of the female 
¿JXUH��QRZ�VW\OLVHG�LQ�VLPSOH��VH[HG�VLOKRXHWWHV���

It is in this part of the exhibition that 
the dialogue between prehistoric and modern 
art, developed through all the rooms with the 
insertion of pieces by Mondrian, Matisse and 
Henry Moore, becomes evocative with the 
juxtaposition of ancient stone sculptures and a 
series of Femmes Mandolin  by Brassaï, dated to 
1940s-1960s. These demonstrate the continuous 
fascination exercised by this art which is at once 
temporally distant and emotionally close to our 
brain. 

The use of proportion, scale, perspective 
and movement but also of naturalism and 
SRUWUDLWXUH�DQG�¿QDOO\�RI�DEVWUDFWLRQ��DQG�
the materialisation of ideas, the creation of 
visionary composite creatures: these are all 
features of Ice Age art- features that could have 
been produced only by a mind powered by a 
fully modern brain like our own, to be read and 
understood by equally developed brains. 

Displaying Prehistoric Art is not an 
easy task, mainly because of the extreme 
fragmentation of the archaeological, historical 
and anthropological data: this exhibition 

PDQDJHV�WR�XQLI\�DQG�RUJDQL]H�WKH�GL̆HUHQW�
artistic expressions of the prehistoric 
populations under the unique thesis that the 
production of art depends on the physical 
conformation of the human brain. More 
surprising is the ability of the curator to 
integrate the oldest art produced by man 
ZLWK�UHFHQW�GLVFXVVLRQ�RI�WKH�GH¿QLWLRQ�RI�DUW�
itself.  

From Plato onwards, throughout the 
history of the studies on human thought, 
philosophers and artists themselves have often 
GH¿QH�DUW�DV�WKH�DELOLW\�WR�¿QG�WKH�XQLYHUVDO�LQ�
the constantly changing world: to represent the 
essential characteristics of reality. Remarkably 
similar to these theories are the results of the 
ODWHVW�VFLHQWL¿F�UHVHDUFKHV�RQ�WKH�KXPDQ�EUDLQ��
especially on the area of the cortex responsible 
for the vision. As argued by Semir Zeki in  Art 
and the Brain, " vision is an active process in 
which the brain selects, from the amount of 
visual data reaching it, only the information 
necessary to obtain knowledge of the world." 
In other words, the brain retains only the 
permanent, essential features of objects in 
order to be able to categorize them. Art and 
brain, therefore, perform the same function: 
“the seeking of knowledge in an ever-changing 
world”, or, better, art can be seen as an 
extension of the function of the visual brain. It 
follows that it is not possible to have art without 
a brain structured as our own. 

The great merit of the British Museum’s 
Ice Age Art  is the ability to express through 
REMHFWV�D�FRPSOH[�VFLHQWL¿F�DSSURDFK�WR�DUW�
and to interlace old and new, art and science 
in an evocative and fascinating exhibition. 
7KH�GH¿QLWLRQ�RI�DUW"��0D\EH�ZH�KDYH�RQO\�WR�
rediscover it inside ourselves.

Sarena Zacarron
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我的格仔布

我是 1999 年入讀中大的 , 那時候本地沒有
院校開辦藝術系,中大就是接近唯一的選擇。
學系很小 , 很親蜜 , 本科生跟職員合計也只有
百餘人左右 , 學系物理上只佔據一條走廊和
數個行政房間。由於地方很小 , 各年級的學
生都會聚在一起 , 互相討論欣賞。

我的風格在大學時代已經成形。執著於探究
繪畫的本質 , 我一直都在嘗試以不同方法鑲
錶作品。油畫所說的 Oil on canva, 可以有什
麼表達方法呢 ? 大學初期我都是自己親手做
畫框 , 嘗試將媒界和生活接軌。
再後期大學四年的時候 , 我就開始繪畫格仔
布了。
好像寫日記一樣 , 畫格仔布耗用幾天而數星
期時間不等 , 就一直畫。畫完待乾後又把它
們全都摺好 ( 要不然可以怎樣處理 ?) 畫著畫
著就覺得它們蠻好看的 , 偶而掛在牆上挺有
意思 , 偶而又會把他們清洗一下 , 就像真的
tea towel 一樣。

人生是由無數巧合構成的

沙士那年 , 學校停課 , 家又在接收沙士病人的
威爾斯醫院對面 , 城市死氣沉沉。和當時的
女朋友去了野餐 , 野餐總得有一塊野餐布吧 ?
隨手就拿了塊格仔畫布席地而坐 , 用當時老
闆送的相機拍了照。沖哂菲林之後看到照片 ,
啊 , 好像有點新的東西發芽了。
那就成了今天的格仔布系列。

機會接踵而來 , 現時四個畫廊的合作都是在
偶然之間促成的。從前和白雙全共用工作室
( 那時候的白雙全已跟維他命藝術空間合作 ),
是他推薦我給維他命的 , 說我的東西好怪 , 要
見一下。還記得他們來的那天我都是半清醒
狀態蓬頭垢面的 , 想不到在不久之後合作就
開始了。
Shugo 老闆跟我是在一個晚餐中認識的。在
韓國擺展覽的時候出席了一個飯局 , 席間所
有人都喝得迷迷糊糊的 , 我就一直往長檯的
盡頭退 , 直到看到對面的 Shugo。他那時候
也是一個人坐著發呆。我們兩人都覺得這個
飯局挺悶 , 就開始喝酒交談了。第二天早上
他就來了看我的展覽 , 最後就開展了合作。

我覺得整個藝術界也就是用「信」字來維繫 ,
所有條件加起來就是現在的我。

同儕們有的跑到倫敦紐約等地發展 , 我就一
直在香港。藝文圈子不很龐大 , 會看展覽都
是固定的一群人。三數個展覽之後人家對你
的作品留下印象 , 慢慢就儲起捧場客。也開
始有收藏家接洽。

李傑訪問
二 O 一三年六月廿七日
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給我親愛的收藏家們

第一次的作品成交是私人買賣。這個人一直
在收藏我的作品。他是一個很願意溝通 , 很
理解我的為人。
和收藏家較像朋友關係 , 旅遊外訪的時候都
會相約見面。

我的作品很難纏 , 又不像油畫一樣可以工整
擺放在家 , 而且我的創作都牽涉到暫時性的
探討 , 所用作紀錄作品 , 配成一套的相片是用
家中的打印機打印出來的 , 顏色壽命大概只
有二十餘年。買回來的人都是欣賞作品中的
特質 , 並非用作投資 , 所以每一次當作品尋到
它的買家我還是會感到開心的。

偶而會和新晉藝術家交換作品。每次交換都
帶來刺激感 , 從他們身上得著很多。

你有沒有試過夜半忽然驚醒無法重返夢鄉 ?

創作就是因為搞不清楚 , 有理說不清。要是
能用文字表達幹麼要花時間做作品 ?
Stretching The Table Surface 好好紀錄了當
時的情緒。檯是自己做的 , 一直在挖洞就生
成了很安定的情緒。
創作針對的，是半夜夢醒無法再度入睡的感
覺。整個人被空虛和罪疚感淺淺的包圍 , 很
微弱卻擁有不能忽略的無力感。
展覽時經常要和自己的煩厭周旋。最好的解
決辦法是反鎖自己於廁格內。門一關上世界
就變得安靜。

醉酒的人扯掉我的掛布

"You(you)." 威尼斯雙年展的作品就是設定在
公共與私人之間不可言喻的界線上。
在腦中縈繞不去的是更亭和太陽傘。到埗之
後就決定要把他們放進去空間內。
場館門口旁的牆本來是掛上等牆高的標示香
港館和作品名稱掛布 , 但在開幕夜當晚被醉
酒的人扯下來了。後來就換了現在較小的。
門口也是作品的一部分 , 是它帶出了整個展
覽。

是次展覽感覺很好。因為 M+ 團隊的伙伴都
是老相識 , 他們依循外國藝術機構的做法 , 分
工很仔細 , 我可以專心工作。

我曾經想過殺人

離開香港 , 是因為城市壓得人抖不過氣。為
了養住自己就得離開。人會對周遭環境產生
反應 , 像演化論一樣良禽擇木而居 , 找到一個
可以滋養自己的地方我就搬走了。這幾年飛
來飛去,總會安排自己回港探望親人和朋友。
不過不會再把香港當成我工作的據點了 , 因
為她跟我的創作實踐實在差距太大。
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躺在我的作品上

作品中有一系列是畫上英文歌詞的坐墊。
環境許可的話我很歡迎大家在上面躺 , 上面
的陳述 , 我希望是由觀眾自己發掘出來。或
許它們會被忽略 , 可是被忽略的感覺也挺好
(笑 )。反正我做這些作品是都沒有想到觀眾 ,
整個製作過程於我而言像勞工工作。

恰到好處

早年尚會在意作品的呈現方式 , 必須要達到
專業水平。走過十年的創作路 , 現在要修成
的 ,是恰到好處的境界。剛剛好 ,不要太完整 ,
要不然抹殺了作品的生命力。反覆的磨煉其
實是了解自己的過程 : 早年經常「做多了」,
現在知道自己的節奏 , 在適當的時候停筆。

畫出味道來

創作總會讓我聯想起味道 , 想把作品烘培成
某一種味道的慾望。我是用味道來記憶的
人。
還有 , 我是一個需要把所有資料集齊才能開
始工作的人 , 於是很多時候都在死線臨近之
時努力趕工。這樣的工作模式太痛苦了 , 而
且若然準備如此充足就怎會想草草了事 ? 所
以總會工作至最後一刻。

蘇怡
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Are You Alright?

The last two decades have made arts profes-
sionals particularly aware of the tugging trans-At-
lantic current that drew the epicenter of the con-
temporary art world away from New York City and 
EHDFKHG� LW� ¿UPO\� XSRQ� WKH� VKRUHV� RI� %ULWDLQ�� 7KH�
late 1980s witnessed the luring of global attention 
to London with the scent of a young generation of 
DUWLVWV� PDNLQJ� FRQWHQWLRXV� DQG� XQDSRORJHWLF� ZRUN��
Adopting the agency of the New York pedigree 
ZKLOH� PDLQWDLQLQJ� D� GLVWLQFWLYH� %ULWLVK� YHUQDFXODU��
this group of artists was eventually given a three 
OHWWHU� VWDPS�RI�DSSURYDO��<%$��7KRXJK�VRPH�RI� WKH�
<RXQJ� %ULWLVK� $UWLVWV� DUH� LPEHFLOLF²7UDF\� (PLQ¶V�
SUDFWLFH� FDQ� EH� LQGXOJHQW� DQG� 'DPLHQ� +LUVW¶V� For 
the Love of God (2007) diamond and human teeth 
sculpture demonstrates that all that glisters is not 
JROG²VHYHUDO� RI� WKH� FROOHJLDWHV� LQ� WKLV� JURXS� KDYH�
had an unmistakable impact on the forthcoming 
JHQHUDWLRQV�RI� DUW� VWXGHQWV�� FROOHFWRUV�� DQG� VHHNHUV��

Anyone who has spent time knob-kneeing 
DURXQG�/RQGRQ�(DVW¶V�+R[WRQ�6TXDUH��DUJXDEO\� WKH�
ZRPE�RI�WKH�<%$��NQRZV�WKDW�7RURQWR�KDV�QR�UHFLSUR-
FDO�FXOWXUDO�ERURXJK��+DSSLO\�IRU�&DQDGLDQV�Are You 
Alright?,� UHFHQWO\�DW�7RURQWR¶V�0XVHXP�RI�&RQWHP-
SRUDU\�&DQDGLDQ�$UW��WUDQVSRUWHG�RYHUVHDV�WKH�FOHY-
HU� OLPLQDO� H[SORUDWLRQ� EHWZHHQ� FRQWHPSRUDU\� DQG�
0RGHUQLVW�DUW�SUDFWLFH�FXUUHQWO\�RQ�R̆HU�LQ�WKH�8.��
1RW�VLQFH�WKH�<%$V�KDV�%ULWDLQ�VHHQ�VXFK�D�JUHJDUL-
RXV�ÀRFN�RI�DUW�PDNHUV��WKRXJK�WKH�VSHFWDFOH�DQG�KLJK�
production value of the former has been subverted 
LQ� IDYRXU� RI� D� UHWXUQ� WR� UDZ� DUWLVWLF� SURFHVV�� PDUN�
PDNLQJ�� DQG�PHGLD� H[SORUDWLRQ�� &R�FXUDWHG� E\� &D-
QDGLDQ�DUWLVW�'HUHN�0DLQHOOD�DQG�%ULWLVK�DUWLVW�(OL]D-
EHWK�(DPHU��WKLV�JURXS�H[KLELWLRQ�VXFFLQFWO\�GHOLYHUV�
WKH�KHWHURJHQHRXV�FOLPDWH�RI�WRGD\¶V�\RXQJ�/RQGRQ�

-DPHV� 8QVZRUWK�� DQ� DUWLVW� NQRZQ� IRU� KLV�
VFDWRORJLFDO� LQFOLQDWLRQV�� JUHHWV� YLHZHUV� DW� WKH� GRRU�
with I Think of Demons� �������� D� FKURPRJHQ-
ic print picturing an orderly yet clumsy pile of dis-
HPERGLHG� KHDGV� DQG� OLPEV�� 6DW� RQH� DWRS� WKH� RWK-
HU�� WKHVH� VORYHQO\� DSSHQGDJHV� DSSHDU� WR� KDYH� EHHQ�
FRQVWUXFWHG� RXW� RI� VNLQ�FRORXUHG� SDFNLQJ� WDSH�� 7KH�
GLPSOHG�� JUHHQ� FRXFK� RQ� ZKLFK� WKH� JURXSLQJ� VLWV�
LV� UHPLQLVFHQW� RI� D� GLOO� SLFNOH�� H[WHQGLQJ� D� KDQG�
shake to the food photography still life composi-
WLRQV� ,UYLQJ� 3HQQ� EHFDPH� NQRZQ� IRU²KLV� ROLYH� RQ�
WRPDWR� RQ� PR]]DUHOOD� EDOO� PDUYHO� FRPHV� WR� PLQG��

James Unsworth, ThinkofDemons, 2009 DigitalC-TypePrin-
Mounted on Aluminium, 42x29.7cm.

7KH�FRQQHFWLRQ�PLJKW�VHHP�VXSHU¿FLDO�EXW�ZKDW�3HQQ��
DQG�WKHUHDIWHU�8QVZRUWK��KDV�PDQLIHVWHG�WKURXJK�WKH�
SKRWRJUDSKLF�PHGLXP�LV�FRPSHOOLQJ�VWDJLQJ��3UHVHQW-
ing I Think of Demons as a photograph instead of a 
VFXOSWXUDO�LQVWDOODWLRQ�D̆RUGV�LWV�JURWHVTXH�VXEMHFW�D�
QHFHVVDU\�GLVWDQFH��,W�LV�DEVXUG�UDWKHU�WKDQ�LQVLQFHUH��

$V�LI�LQ�UHSO\�WR�8QVZRUWK¶V�FRQVWUXFWHG�VXE-
MHFWV��+DUU\�%XUGHQ�FRQWULEXWHV�WKUHH�SRUWUDLWV�WR�WKH�
H[KLELWLRQ��6terile Anthropomorphic Figure (Boccio-
ni), (Epstein), and (Paolozzi) (2012)�� UHVSHFWLYHO\��
(DFK�QDPHG�DUWLVW� LV� LGHQWL¿HG�E\�WKHLU�EHVW�NQRZQ�
VFXOSWXUH�� WKH� ḢJ\� RI� ZKLFK� LV� FKHHNLO\� UHFUHDWHG�
through a digital assemblage of a domestic cleaning 
SURGXFW�DQG�DQ� LPDJH�RI� WKH�RULJLQDO�DUW�ZRUN��7KH�
likeness between these chimeric bottles of disinfectant 
DQG�WKH�VFXOSWXUDO�IHDWV�RI�WKH�DUWLVWV�PHPRULDOL]HG�LV�
VWULNLQJ��H[SRVLQJ�KXPDQV¶�ZLOOLQJQHVV�WR�DQWKURSR-
PRUSKL]H�REMHFWV��$V�GLJLWDO�SULQWV�RQ�EOHDFKHG�SRVW-
HU�SDSHU��HDFK�SLHFH�WDNHV�RQ�D�FKDUPLQJ�YLVXDO�SDWL-
QD��DOOXGLQJ�WR�EODFN�DQG�ZKLWH�DGYHUWLVHPHQWV�IURP�
WKH� ����V�� $� UHIUHVKLQJ� FRPPHQWDU\� RQ� FDSLWDOLVP�
DQG�FRPPRGLWL]DWLRQ��WKHVH�SRUWUDLWV�UHYLYH�WKH�TXL[-
RWLF� UHYROXWLRQV�HPEROGHQHG�E\�DUWLVWV� OLNH�(SVWHLQ���
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Are You Alright? 2013 (installation view)



Boccioni, and Paolozzi. Though Burden’s framing of 
the work in sugar-brown walnut wood does not do the 
images a service, the artist’s use of the planar divide be-
tween viewer and pictorial space shows real promise. 

Hung across from Burden’s body of work is 
D� JULG� RI� ¿IW\� FHOHEULW\� IDFHV� LPSRVLQJ� XQIDWKRPD-
bly twisted expressions on the viewer that imply the 
darker side of being a custodian of the world’s atten-
tion. The maniacal and gluttonous visages displayed 
here are unpleasant to look at and Dawn Mellor, the 
artist responsible for the pastel drawings, has missed 
the mark. Subtler ruminations on the motive factors 
within our culture are more compelling though, ad-
mittedly, movie actors are an unfortunate but prom-
inent one. Christian Boltanski’s portrait grids of Hol-
ocaust victims still hearts and arouse intellects more, 
but both he and Mellor are reaching for the same 
thing: an interaction with shared cultural existence.

Around the corner of MOCCA’s oft-used 
moveable walls is a modest selection of works by 
Elizabeth Eamer—co-curator of the exhibit. It is 
delightful that she escaped Woody Allen’s habit of 
VWDUULQJ� KLPVHOI� LQ� PRVW� RI� KLV� GLUHFWRULDO� H̆RUWV�
and her three drawings provide what was being 
searched for in Mellor’s matrix of faces. Eamer’s 
HPSOR\PHQW�RI�XQLQÀHFWHG�OLQH�LQ (B014) K003 and 
E004 additional beckoning (2012) is immediately 
DOLHQDWLQJ�� ¿UVW� DQG� IRUHPRVW� EHFDXVH� WKH� VXFFLQFW�
lines that describe the multitude of heads are all 
abruptly severed, never extending beyond the neck. 
The termination of these lines translates into a lit-
eral cleaving of the heads, contrasting sharply with
the pleasing aesthetics of the artist’s draughts-
manship to create a paradox that fosters a sinister 
and anxious feeling in the viewer. Pointing Beck-
oning Hands B003 + A002 feeds this unease fur-
ther given its arachnid-shaped cluster of hands 
and bent, multi-directional digitry. A subtle rev-
erence to YBA teacher Michael Craig-Martin, 
Eamer’s economical drawings transform bodies 
and hands into a site of otherness that enunci-
ates the relationship between subject and object. 

The entrepreneurial nature of projects such 
as Tracy Emin and Sarah Lucas’ The Shop (1993), 
D�WZR�ÀRRU�VWXGLR�DQG�VDOHV�VKRS�RQ�%HWKQDO�*UHHQ�
Road, was a propulsive force in the rise of the art-
ist/dealer during the YBA era. Fittingly, Mainel-
la and Eamer’s exhibition is a handsome fac-
simile of this ambition, though contemporary 
times have brought the artist/curator to the fore.

Rachel Anne Farquharson 

Rachel Anne Farquharson is currently the Associate 
Director at O’Born Contemporary in Toronto 

Images courtesy of : James Unsworth, 
Harry Burden, and Walter Willems
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Harry Burden, Sterile Anthropomorphic Figure (Boccioni), 
2012. Digital Print on Bleached Poster Paper, 84x56cm.

Are You Alright? is a varied exhibition of 
work wholly unlike the art Toronto’s emergent gen-
eration of artists are making. More than the nov-
elty of the show, however, it is the collusion of 
historical awareness, present use of media, and 
the suggestion of things to come that leaves visi-
tors of MOCCA with such a satisfying aftertaste. 
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On previous page, Oreet Ashery. Party for Hire, 2013. 
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Sharjah is one of the seven United Arab 
Emirates. It is located just north of Dubai.  
During the 19th century, Sharjah was the main 
harbor in the lower Gulf for trade, bridging the 
interiors of Oman, India and Persia with North 
Africa and the Middle East. Sharjah’s main 
exports at that time were salt and pearls. Today, 
its primary economic resources are crude oil 
and gas.

This year, from March 13 – May 13, 
Sharjah hosted its 11th biennial. Titled “Re: 
emerge, Towards a New Cultural Cartography”, 
the exhibition is the fourth under the direction 
of Shiekah Hoor Al-Qasimi, President, Sharjah 
Art Foundation. The exhibition includes 112 
DUWLVWV�DQG����VLWH�VSHFL¿F�FRPPLVVLRQV��$UWLVWV�
were selected by Yuko Hasegawa, curator, 
whose curatorial statement excerpted below 
GH¿QHV�WKH�ELHQQLDO¶V�WKHPDWLF�XQGHUSLQQLQJ�

The Silk Road, which spanned both 
ocean and land, not only stimulated economic 
exchange and development but also vastly 
reshaped our cultures. Illuminating these 
shared historical roots in the context of the 
present allows us to re-orientate ourselves 
once again, and to reexamine the historically 
significant geopolitical and cultural role of 
the Arabian Peninsula…. I was inspired by 
the courtyard in Islamic architecture, in 
particular the historical courtyards of Sharjah, 
where elements of both public and private life 
intertwine, where the ‘objective’ political world 

and the introspective space of subjectivity 
intersect and overlap…. the courtyard is the 
central concept for this Biennial…It will be used 
both as a practical site and as a metaphorical 
condition...

I travelled to the Sharjah Biennial 
with Art21, the non-profit art education 
organization I work for that makes documentary 
films focused on contemporary art from 
the perspectives of artists themselves.  My 
colleague, Ian Forster, and I were there (he with 
camera, myself with accompanying equipment) 
to follow artist Shahzia Sikander and archive 
her experience.

S h a h z i a  i s  o n e  o f  t h e  a r t i s t s 
commissioned by the Sharjah Art Foundation 
to create a new series of works for the biennial 
(Parallax, 2013 and The cypress is, despite its 
freedom, held captive by the garden, 2012). 
She also presented a new performance work  – 
developed with local poets and the composer Du 
Yun – as part of the opening week’s festivities. 

Over the course of seven days, we gained 
an inside view of the biennial through Shahzia’s 
eyes, watching rehearsals for performance-
based works, observing installation of site-
specific and interactive sculptures prior to the 
opening, talking to artists about their processes, 
witnessing the opening ceremonies, and gaining 
greater knowledge of Sheikah Hoor Al Qasimi’s 
extensive efforts to bring contemporary art to 
Sharjah and its residents, many of whom are 

A Visit to the 

Sharjah Biennial with

 Shahzia Sikander

Sharjah Rooftops
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migrant workers.  
As a bit of background, Sheikah Hoor’s 

father, the emirate’s ruler Sharjah Sheikh 
Sultan bin Mohammed Al-Qasimi, has an 
extensive collection of artworks, ranging from 
15th century maps to Orientalist art of the 18th 
and 19th centuries to contemporary works. His 
collection is housed in the Sharjah Art Museum 
and is free to the public.  The introductory 
text and framing narrative for the collection 
emphasizes the importance of acknowledging 
the past and preparing for the future:
Explore the history of the region through 
the Orientalist painters of the 18th and 19th 
centuries, as well as gallery after gallery of 
stunning landscapes, cityscapes and portraits 
painted in oil, watercolours and acrylics, 
created by both local and internationally 
renowned artists….you will  see graphic 
displays exhibiting an amazing array of styles 
and interpretations created by artists from the 
Arab world, in a variety of media. Encounter 
painting and sculptures to capture and 
cultivate your imagination.

Sheikah Hoor Al-Qasimi advances her 
father’s values through her work at the Sharjah 
Art Foundation and, with this biennial, made art 
an unavoidable entity in daily life. With Curator 
Hasegawa, she commissioned works that were 
readily accessible: placed in main areas of 
walking street traffic; reflective of Sharjah’s 
heritage and history; and playful – designed for 
families to sit on, walk through, and experience 
in a light hearted manner.

Highlights of the works that we discovered with 
Shahzia are:

1) While Culture Moves Us Apart, Nature
Brings Us Together (2013), Ernest Neto – a 
large wooden sculptural frame covered with 
crochet rope that created a canopied pavilion. 
Underneath the canopy, there is a circle of 
seating and a small “pond” filled with water 
dripping from a ball of ice, held aloft in the 
center of the sculpture by the crocheted rope. 
Throughout the day it melts in the desert heat. 

2) Conversion (2013), Lucia Koch – a light-
based installation in a heritage courtyard 
consisting of pivoting panels that filter natural 
OLJKW��7KH�SDQHOV�GH¿QH�PRYLQJ�VFXOSWXUDO�IRUPV�
across the building’s floor and walls, which 
change continuously throughout the day and 
disappear at night.

3) Bubble (2013), Kazuyo Sejima + Ryue
Nishizawa/SANAA – a temporary pavilion 
made of large transparent acrylic bubbles piled 
vertically in what looks like a precarious and 
delicate heap.

4) Dictums 10:120 (2011-13), Wael Shawky –
a multi-part project whose central aspect is a 
qawwali song made up of fragments of curatorial 
talks translated into Urdu and sung by two 
renowned qawwals from Pakistan along with 
30 local migrant workers, also from Pakistan. 
The work examines the relationship between art 
organizations and their local communities. 

5) Don't Cross the Bridge Before Your Get to
the River (2008), Francis Alys – an extensive 

Ernesto Neto, While Culture Moves Us 
Apart, Nature Brings Us Together, 2013
(Crochet with polyester rope, ice, stones, 
SO\ZRRG��JUDVV��¿EHUJODVV��ZDWHU��FOD\�

and wood connectors, and loam 
486.4 x 1,038 x 1,028.6 cm)
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installation based on Alys’ wish to create 
a conceptual and physical connection across 
the Strait of Gibralter, which is 13 km wide. 
“If a line of kids/leaves Europe towards 
Morocco,/and a line of kids/leaves Africa 
towards Spain,/ will the 2 lines meet in the 
chimera of the horizon?” Created in 2008, 
this work is one that Alys set aside and 
returned to, needing time to determine the 
right context and the work’s meanings.

With well over 100 artists’ works to see, 
it was easy to be overwhelmed by the sheer 
volume of visual stimulation.I was grateful 
to be able to spend time with as many artists as 
we GLG��7KH\�R HUHG�ZLGH�UDQJLQJ�
SHUVSHFWLYHV�RQ�WKHLU�H[SHULHQFHV�LQ�6KDUMDK�DV�
ZHOO�DV�GL̆HUHQW�facets of their engagement 
with the biennial’s theme as they developed 
new works for the exhibition. 
You can hear what the artists say and have 
your own artist-led tour of the biennial 
via Art21’s film, which will premiere in fall 
2013.

Diane Vivona
Diane Vivona is currently the  

Director of Development for Art21 

 Full page images in order of 
appearance:

Shahzia Sikander and Art21 Crew

Wael Shawky Performance, Dictums 10:120 
(2011-13)

Sign up for Art21’s newsletter at art21.org/
Follow Art21 on Facebook or Twitter to be alerted to 

the premiere date.        http://www.art21.org

Photos taken by Diane Vivona

 Kazuyo Sejima + Ryue Nishizawa / SANAA, Bubble, 2013 Acrylic,�aluminum and steel
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